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Any needed justification for making a study of the 
structure of the "Song of Myself" resides in a conviction that 
the treatment accorded vVhitman's poetry in general emphasizes 
form as a single criterionl and, thus, almost completely sep-
arates it from the ideas or thoughts the form imparts. All 
too often the critic~ have emphasized the form of his poetry 
rather than the contents or idea's the form conveyed. This 
tendency to ignore the fact that form has little meaning ex-
cept as a vehicle for carrying thought2 has been especially 
apparent in criticism of the "Song of Myself.,,3 In fact, 
there has been an almost total failure to recognize that the 
structural pattern of the poem takes its shape from the ideas 
it conveys. 
In setting up his own theory of poetic art Whitman has 
denied that form can be predetermined or superimposed and has 
1 Bliss Perry, Walt Whitman, Houghton Mifflin Company, 
New York, 1906, p. 81. . 
Henry Hazlitt, The Anatomy of Criticism, Simon and 
Schuster, New York, 1933, p. 253. 
Henry Seidel Canby, Walt Wnitman, an American, 
Houghton Mifflin Company, 1943, p. 2. 
Henry Seidel Canby, Classic Americans, Harcourt, 
Brace, and Company, New York, 1931, p. 332. 
2 Sculley Bradley, liThe Fundamental Metrical Principle 
in Vfuitman's Poetry," American Literature, January, 1939, 
10:440. 
Ralph ~Valdo Emerson, "The Poet," Essays, A. L. Burt 
Company, New York, no date, p. 228. 
3 Killis Campbell, liThe Evolution of ~\lnitman as an 
Artist," American Literature, November, 1934, 6:255. 
i ii 
stressed the theory of natural organic growth.4 In the 1855 
preface to the Leaves of Grass he claims that all perfect 
poems reveal ft ••• free growth ••• as unerringly and loosely as 
lilacs or roses on a bush, and take shapes as compact as the 
shapes of chestnuts and oranges and melons and pears, and 
shed the perfume impalpable to form. 1t5 
Again, in 1876, when he tells us that the poet visits 
and lives in lands apart from the everyday spectacle, he 
says: 
••• as I have lived in freshlands ••• I have felt to 
identify ••• these lands in my recitatives, altogether in 
my own way. Thus my form has strictly grown frgm my 
purports and facts, and is the analogy of them. 
In this statement the poet has given us hints of what 
we are to expect in his architectural motif. Pirst, there is 
always a plan in mind before starting a poem; second, this 
plan is ever subjective to the author's imagination. 7 These 
ideas suggest the possibility that the imaginative threads 
4 Walt Whitman, ltA Backward Glance O'er Travel'd 
Roads," The Complete Writings of Walt Whitman (in ten volumes). 
Issued under the editorial supervision of his literary execu-
tors, Richard Maurice Bucke, Thomas Harned, and Horace Traubel, 
G. P. Putnam's Sons, New York and London, 1902. Vol. 3, p. 48. 
5 Wal t Vilii tman, Preface to 1855 Leaves of Grass, The 
ComElete Writi!!€;is of Walt Whitman. Vol. 5, p. 166. 
6 Walt Whitman, Preface to 1576 Leaves of Grass, The 
ComElete Writings of Vial t Whitman. Vol. 5, p. 203. 





of the author can be used, as a guide to trace out a general 
structural pattern for the "Song of Myself. 1t 
As an approach to the study of the structure of the 
poem I shall give a brief resume of certain background mate-
rial which, I feel" has somewhat influenced the direction of 
the present study. The first of these, a literary parallel 
to the "Song of Myself"--Samuel Warren's The Lily and the Bee--8 
appeared in England in 1851, four years before the advent of 
the American song. And, like ~TIitman's verse, the English 
poem has been called " ••• a model of rhythmical prose masking 
as poetry. 1t 9 The poem, written in commemoration of the Crystal 
Palace exhibition in London, 1851" describes a day" a night, 
and an early morning in the Crystal Palace. That Warren's 
work had served as an influence for Villi tman' s "Song of Myself" 
appears almost certain when one considers the many similarities 
between the two poems. Four of these corresponding qualities 
will be considered. The first is that of parallel themes: 
"Song of Myself tl 
1. Self: I celebrate myself, and sing myself. 10 
8 Samuel Warren" The Lily and the Bee, William 
Blackwood and Sons, Edinburgh and London, 1851. 
9 Perry, OPe cit., p. 92. 
10 "Song of Myself," 1. 1. All references to the "Song 
of Myselflf are made to volume one of The Complete Writings of 
Walt vVhitm~, issued under the editorial supervision of his 
literary executors, Richard Maurice Bucke, Thomas Harned, and 
Horace Traubel" G. P. Putnam's Sons, New York and London, 1902. 
The line number of each succeeding reference to the poem will 
be enclosed in parentheses. 
iv 
2. Identification: And what I assume you shall assume, 
For every atom belonging to me as good 
belongs to you. (11. 2-3) 
3. Creativity or source of being: 
I permit to speak at every hazard, 
Nature without check with original 
energy. (11. 12-13) 
The Lily and the Bee 
1. Self: ••• Man, in his relations to the earthll 
2. Identification: Man,in his relations to men (p. 6) 
3. Creativity or source of being: Man, in his relations 
, to God. (p. 6) 
The like themes of the two poems consider: first, Man alone, 
the self, an individual; second, Man with others, identifica-
tion wi th the hwnan spectacle;12 third, Man and natural law, 
source of being, creativity, God. 
A second parallelism is found in expression. Notice 
the kinship in the following lines: 
"song of Myself" 
This is the meal equally 
set,' this the meat for natural 
hunger, 
It is for the wicked just 
the same as the righteous. 
(11. 372-373) 
My sun has his sun and 
round him obediently wheels, 
He joins with his partners 
a group of superior circuit, 
And greater sets follow, 
making specks of the greatest 
inside them. 
(11. 1187-1169) 
The Lily and the Bee 
Poor soul ••• this banquet 
is not spread for thee. 
(p. 9) 
Glorious Suns, round Suns, 
each with its train of Planets 
and Satellites, for ever shrouded 
in the splendour of their respec-
tive suns, from the little eyes 
of man. 
(p. 52) 
11 6 Warren, OPe cit., p. • The page number of each 
succeeding reference to the poem will be enclosed in parentheses. 
12 Perry, Ope Cit., p. 78. 
( 
j 
tlSong of Myself" 
A few quadrillions of eras, 
a few octillions of cubic 
leagues, do not hazard the 
span or make it impatient, 
They are but parts, any 
thing is but a part. 
(11. 1194-1195) 
What is a man anyhow? 
(1. 391) 
Rise after rise bow the 
phantoms behind me, 
Afar down I see the huge"" 
first Nothing ••• 
(11. 1152-1153) 
Blind loving wrestling 
touch, sheath1d hooded sharp-
tooth1d touch! 
Did it mall:e you ache so, 
leaving me? 
(11. 642-643) 
I see in them and myself 
the same old law. 
(1. 252) 
I tread day and night 
such roads. 
(1. 797) 
Here and there with dimes 
on the eyes walking, 
To feed the greed of the 
belly the brains liberally 
spooning, 
Tickets buying, taking, 
selling, but into the feast 
never once going, 
'vlany sweating, ploughing, 
thrashing, and then the chaff 
for payment receiving ••• 
(11. 1070-1073) 
v 
The Lily and the Bee 
Millions beyond millions 
upon millions of stars--suns--
systems peopling infinitude! 
(p. 59) 
What is man ••• 
(p. 69) 
--Vilii ther--whi ther art thou 
leading--
, 0, fearful flight, downl 






visionl 0, art thou gone, for 
ever gone?--
(p. 155) 
--Dear insect! I would speak 
with thee! 
I feel a sympathy of kin 
with thee! 
(p. 104) 
Descending--again I tread 
the earth--
(p. 102) 
Not for Food or Shelter only, 
nor to Heal, labour thy slav-
ing sons--
See purple and fine linen 
glistening there,--apparel 
gorgeous, proudly worn, for-
getfullyl 
Yonder, sUll~tious fare, for 





Also, both poets use a like expression in introducing the 
visions: 
"Song of Myself lf 
(Introduction to catalogue 
of experience) 
fily ties and ballasts leave 
me, my elbows rest in sea-gaps, 
I skirt sierras, my palms 
cover continents, 
I am afoot wi. th my vision. 
(11. 7lL~-716) 
The Lily and the Bee 
(Introduction to catalogue 
of intellect) 
A unit unperceived, I sink 
into the living stream againl 
--Nave, transept, aisles and 
galleries, pacing untired: 
insatiatel 
(p. 45) 
Parallelism or balance of: thoughts marks a third point 
of relationship: 
"Song of Myself tl 
I have heard what the talk-
ers were talking, the talk of 
the beginning and end, 
But I do not talk of the 
beginning and end. 
(11. 38-39) 
Urge and urge and urge, 
Always the procreant urge 
of the world. 
0_1. 44-45) 
The Lily and the Bee 
The seventy thousand gonel 
All gone, 
And I, Alonel 
--Eow dread this silencel 
The seventy thousand, with 
bright sunshine, gone, 
And I alone--and moonlight 
all irradiates solemnly. 
(p. 123) 
Man from the grave, around 
one Man upon the Earth--
Man in eternity, around 
one Man in Time--
(p. 128) 
And I know that the hand of All gonel--the living stream, 
God is the promise of my own, with its mysterious hum--
And I know that the spirit \ My brethren! and my sisters 1 
of God is the brother of my own.gonel From every clime, of 
(11. 92-93) every hue, ~nd every tonguel 
Twenty-eight young men 
bathe by the shore, 
Twenty-eight young men and 
all so :friendly. 
(11. 199-200) 
(p.124-) 
The fear of death hath fallen 
upon me--
Fearfulness and trembling 




The city sleeps and th~ 
country sleeps, 
The living sleep for 
their time, the dead sleep 
for their time. 
(11. 324-325) 
I have said that the soul 
is not more than the body, 
And I have said that the 
body is not more than the 
soul. 
(11. 1269-1270) 
Mother of all living, 
Evel 
vii 
Adrun, Father of all man-
kindl 
(p. 163) 
Hope for Hopeless1 
Faith for Faithless! 
(p. 198) 
A fourth likeness between the "Song of Myself" and 
The Lily and the Bee is' found in the catalogue. Compare the 
following representative lists from both poems: 
"Song of Myself1f 
The pure contralto sings 
in the organ loft, 
The carpenter dresses his 
plank, the tongue of the 
foreplane whistles its wild 
ascending lisp, 
The married and unmarried 
children ride home to their 
Thanksgiving dinner, 
The pilot seizes the king-
pin, he heaves down with a 
strong arm, 
The mate stands braced in 
the whale-boat, lance and 
harpoon are ready, 
The duck shooter walks -by 
silent and cautious stretches, 
The deacons are ordain'd 
with cross'd hands at the 
altar, 
The spinning-girl retreats 
and advances to the hum of the 
big wheel, 
The farmer stops by the 
bars as he walks on a First-
day loafe ••• 
The lunatic is carried at 
last to the asylum ••• 
The Lily and the Bee 
Here is a voluble smatterer: 
suddenly discomfited by the 
chance question of a curious 
child ••• 
There a bustling piece of 
earth: one of the earth, earthy: 
testing everything by money 
value. 
Here is a stale bundle of 
prejudices, hard bound together: 
to whom everything here is top-
sy-turvy ••• 
Here comes one serenely un-
conscious that he is a fool. 
There is one suddenly startled 
by a suspicion that he knows 
scarcely anything. 
Here is one listening, with 
seeming lively interest ••• to a 
scientific explanation ••• 
There is one falsely think-
ing himself the observed of 
observers ••• 
Here is one that will not 
see a timid poor relation ••• 
Yonder is a statesman: glid~ 
ing about alone ••• 
( 
· . . . . . . . . . . . . . . . . . . . . . . . 
The jour printer with gray 
head and gaunt jaws works at 
his case, 
· . . . . . . . . . . . . . . . . . . . . . . . 
The malform'd limbs are 
tied to the surgeon's table, 
· . . . . . . . . . . . . . . . . . . . . . . . 
The quadroon girl is sold 
at the auction-stand, the 
drunkard nods by the bar-room 
stove, 
The machinist rolls up his 
sleeves, the policeman travels 
his beat, the gate-keeper 
marks who pass, 
The young fellow drives 
the express-wagon ••• 
The half-breed straps on 
his light boots to compete in 
the race. (11. 264-273, 275, 277, 
279-282 are taken from 
catalogue of occupations) 
viii 
Is here one abhorring 
England, and her institutions •.• 
Yonder walks one who has 
com.rnitted, or is meditating, 
great crime ••• 
There is a philosopher, to 
whose attuned ear the Spectacle 
speaks myriad-tongued ••• 
Here is a philanthropist--
thinking of blood-stained 
slavery. 
. . . . . . . . . . . . . . . . . . . . . . . . . 
Here is one, little think-
ing that he will suddenly fall 
dead tomorrow ••• 
There is one tottering under 
the weight of ninety years ••• 
Here sits a laughing child ••• 
Yonder is a blind man ••• 
(pp. 45-48 taken from cat-
alogue of intellect) 
This comparative survey of the resemblances between 
the English and American poems helps one to see that the 
stylistic devices used in the composition of the ftSong of 
IvIyselftl are not at all unique. 
Carl F. Strauch, in his article liThe Structure of Walt 
Whitman's 'Sone of lVlyself, 1I13 which appeared in the English 
Journal in September, 1938., gives the first and most compre-
hensive study of the structure of the "Song of Myself." He 
takes no notice of the philosophic ideas of the poem except 
as they are related to form. 14 His analysis is cited: 15 
13 Carl F. Strauch, liThe Structure of Vial t "Vhi tman' s 
'Song of Myself',11 .t:nglish Journal, September, 1938, 27:597-607. 









Paragraphs 1-18, tpe Self; mystical interpenetration 
of the Self with all life and experience. . 
Paragraphs 19-25, definition of the Self; identifica-
tion with the degraded, and transfiguration of it; 
final merit of Self withl~eld; silence; end of first 
half. 
Paragraphs 26-38, life flowing in upon the Self; then 
evolutionary interpenetration of life. 
Paragraphs 39-41, the Superman. 
Paragraphs 42-52, larger questions of life--religion, 
faith, God, death; immortality and happiness mystically 
affirmed. 
In the course of his interpretation Professor Strauch 
points up three ideas that are worthy of our consideration. 
First, the general structural pattern of the poem is divided 
into two main parts. 16 The first division depicts expression; 
the second delineates impression. The first half (paragraphs 
1-25) shows man as active--striving, storming experiencing. 
The great Self expresses itself in activity. But, in the 
second part of the poem (paragraphs 26-52), the Self is passive, 
mute, subject to the inflowing of impressions. The change is 
from objectivity to subjectivity, activity to passivity, self-
conquest to a lucid contemplation. 
Second, It ••• well-placed transitional passages and even 
single words ll17 help to give order and form to the poem. One 
instance of the critic's cognizance of Wbitman's artistry in 
making a single word pivotal18 is seen in his explanation of 
the poet's use of the word 'kosmos' (1. 497) just following 
16 Ibid. 
17 Ibid., p. 606. 
18 Ibid., p. 602. 
x 
his claim to moistening " ••• the roots of all that .has growlllf 
(1. 467). It is because he sees himself as mOistenine the 
roots of all that has grown that he is able to see himself 
as a 'kosmos.,19 The word, as applied to the poet, empha-
sizes and gives another definition for the Self. 20 
Third, the materials for the catalogues are gathered 
without any principle of selectivity.21 Strauch recognizes 
seven catalogues: 22 
1. Paragraph 2: 
and ecstasies 
scattered ahd diverse phenomena of nature 
of Self in nature. 
2. Paragraphs 8-18: mystical interpenetration; presence 
at a scene. 
3. Paragraph 24: ethical interpenetration ending in 
transfiguration. 
4. Paragraph 26: sound. 
5. Paragraphs 31-38: evolutionary interpenetration of 
life. 
6. Para8raphs 40-41: the Superman; mystical interpene-
tration of life. 
7. Paragraph 47: natural law and living is the key to 
the understanding of life. 
Although Professor Strauch describes Wbitman as an 
artist who is conscious of the movement and direction of his 
ideas,23 he agrees with many other critics in their scorn of 
19 Ibid. ~ 
20 Ibid. 
21 Ibid. , p. 606. 
22 Ibid. , 604--605. pp. 
23 Ibid. , p. 602. 
xi 
the catalogue method of gathering materials.24 However, 
Mattie Swayne in her article "Whitman's Catalogue Rhetoricft25 
which appeared in the University of Texas Studies in Engli~h, 
1941, claims that the catalogues were a deliberate part of 
Whitman's scheme and that tbey were never accidental. 26 In 
discussing the catalogues as an essential part of his poetic 
form she explains that: (1) the real object of his poetry is 
made clear in his theory of words, the principle of which rests 
on his belief that language serves its highest purpose when 
it resembles most nearly the things interpreted;27 (2) his 
obsession to approximate as nearly as possible in words all 
24 Ibid., p. 606. Professor Strauch feels there is 
an absolute--rr:7.absence of any principle of selection ••• " in 
the catalogues. 
Perry, OPe cit., p. 306, declares that the tI ••• stalks 
and heads of tangible matter ••• "--or, in other words, the cata-
logues--are the perishable portion of ~nitman's poems. 
John Bailey, Wal tWbi tman, The Macmillan Company, 
New York, 1926, pp. 57-58, refers to the catalogues as a part 
of the vulgar jargon acquired from the politics and journalism 
of the day. He claims that Wbitman did not resort to enumera-
tion in the best and more finished of his poems. 
Emory Holloway, Walt ~nitman an Inte retation in 
Narrative, Alfred A. Knopf, New York, 192 , p. 2 , feels that 
the catalogues are represeontative of Whitman's early efforts 
and were never used except when inspiration was lacking. 
Donald Davidson, "RegioIfalism in American Literature," 
The American Review, April, 1935, 5:51, claims that the cata-
logues lack unlty and do not persuade emotionally. 
25 Mattie Swayne, "'Nhitman's Catalogue Rhetoric," 
University of Texas Studies in English, July, 1941, n~ber 
4126, pp. 162-178. 




natural, original, concrete, and divine things gave him a 
feeling of their unity and equality;28 (3) the place of any 
object in his poetry was justified by the interpretative 
function of his own soul j 29 (4) because of a mystical feel-
ing of equality of all objects and because of his spirit of 
acceptance of all things, ~nitman would easily see relation-
ships where others would see only differences;30 (5) the poet's 
intuitive thinking as a mystic would encourage his listing of 
objectw because the " ••• rapid fl'ashes of insight with which 
he viewed them would call for enumeration where he could not 
stop to elaborate.,,31 
Miss Swayne recognizes three separate patterns of cata-
logues which differ only in the degree of elaboration or expan-
sion of the items listed.. Because Whitman's theory of organic 
growth at work in his poetry appears to be explained by the 
idea of expansion and elaboration, the three different types 
of lists are cited: 
1. Bare catalogues: 32 The structure is a series of words 
put together in a line without modification and followed 
by other lines just as bare. The plan is the same as 
that of a series of words used in a conventional sen-
tence, but the structure is much expanded in the cata-
logue. There are very few of these lists although they 
appear frequently as a part of a line or sentence in 
28 Ibid. 
29 Ibid. , pp. 164-165. 
30 Ibid. , p. 165. 
31 Ibid. , p. 166. 




the other two patterns. 
Example: "Song of Myself,1f 11. 67-74. 
2. A list of words modified or elaborated by adjectives 
or phr~~es and enumerated without structural alter-
ation. It is a series of words rather than a predi-
cation. In some instances (11. 833-837 of "Song of 
Myselftt) the terms are brought together in a struc-
tural conclusion, but in others (11. 21-29 of "Song 
of Myselfll) the terms are not made into a sentence. 
3. Both the bare objects and those amplified by descrip-
tion are lengthened into dependent clauses or com- . 
plete statements which become units in the catalogue. 34 
E.."'Camples: Section fifteen of the "SonG of Myself" is 
made up of sixty-five sentences, all beginning with 
the subject except for e~~ven interspersed lines that 
place modifiers first for variation. 
Section thirty-three of the "Song of Myself" 
is made up of eighty-one lines, chiefly adverbial 
phrases or clauses, all of which are brought together 
in the concluding line where the subject of the sen-
tence is found. (This is an instance of a sentence 
being expanded so·as to make a catalogue out of cer-
tain grammatical divisions.) 
In addition to these three patterns the author asserts that 
in some groups of short stanzas there is enough correspond-
ence to suggest a catalogue of stanzas. 35 (Example: 11. 403 -
430, "Song of Myselftl) 
Miss Swayne concludes her article with two main obser-
vations: (1) The It ••• amplification of the catalogue into stan-
zaic units says a great deal for the hold which the curnulative 
form had upon VlJhi tman I s style in general; 36 (2) Vi/}1i tman IS 
constant use of the cumUlative method in composing his poetry 
33 Ibid. , pp. 172-175. 
34- Ibid. , pp. 175-177_ 
35 Ibid. , p. 177. 
36 Ibid. 
xiv 
was a planned feature of his art and was never accidental. 37 
A more recent study of the ItSong of Myself" is found 
in Gay Wilson Allen,'·s Vial t vYhi tman Handbook" 38 published in 
1946. It is encouraging to note that Allen's study concen-
trates on the psychological implications of the poem. He 
calls the poem a ft ••• theme catalog ••• " 39 and states that it 
serves " ••• as a program (not conscious" deliberate" and logi-
cal" but sub-conscious and intuitive) for the life poems.,,4o 
His sunrraary follows: 
Section 1-4: intoxication by the joy of physical 
sensatiop.s; "But they are not the Me myself" (1. 74) 
section 5: mystical experience between 'Me' and the 
soul, followed by mystical convictions 
Section 6-8: symbolic pantheistic grass theme; life 
and death idea; develops thesis that it is just as lucky 
to die as to be born 
Section 9-14: "Caresser of life;" transmigration of 
souls theory; souls moving along; vicarious experience 
with all life 
Section 15: catalogue tour of occupations 
Section 16-19: universal Christ-like sympathy ex-
panded; kinship with all people; identity with general 
pattern 
Section 20: worship of body 
Section 21: chant of dilation and pride 
37 Ibid., p. 178. 
38 Gay Wilson Allen, Walt Wbitman Handbook" Packard 
. and Company, Chicago, 1946, pp. 114-121, 267-269, 295-296" 
396-398, 416-417, 419. 
39 Ibid." p. 130. 
40 Ibid., p. 116. 
section 22: accepts good and evil 
Section 23: announces program of modernity 
Section 2L~-30: theme of body as a temple; senses; 
procreation and fecundity 
xv 
Section 31-33: "Caresser of life" again; pantheistic 
transmigration 
Section 34-35: interpolated historical events 
Section 36-40: vicarious suffering and s~npathy 
themes 
Section 41: new messiah ~ppears 
Section 42-51: the new messiah takes over; preaches 
a sermon 
Section 52: new messiah says farewell, departs 
The interpretation indicates that the form of the poem 
expresses fI ••• an inner rather than an outer harmonyff4l for, 
according to Allen, the poet is more concerned with the spirit 
of relationships than with appearances.42 His mystical ac-
ceptance of all things as equally divine and his identification 
of self with all objects in creation help him to achieve an 
inner harmony43 which he expresses by means of enumeration and 
parallelism. Allen describes both of these stylistic devices 
as arising from the same psychological impulse and as achieving 
tIle same effects of poetic identification. 44 However, he claims 
that parallelism, the balancing of one thought alongside or 
against another, was used by the poet as his basic techn.ique 
41 Ibid. , p. 382. 
42 Ibid. 
43 Ibid. , p. 268. 
44- Ibid. I p. 399· 
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for some time bef'ore he adopt ed the habit of enumeration. 
Allen gives three functions of parallelism in the "Song of 
Myself:" first, it provides the basic structure for the 
lines (each line makes an independent statement, either a 
complete or elliptical sentence); second, the repetition of 
thought units produces a loose rhythm or chant which results 
in a rhapsodic style; third, it binds the lines together and 
forms a unit something like a stanza.45 
The double expression of ~arallelism, the balancing of 
thoughts alongside or a~ainst each other, the actual reitera-
tion of ideas more than likely led to the habit of enumeration. 
In any event the critic points to the catalogue as an essential 
structural device. 46 And he recognizes a close kinship between 
parallelism and enumeration when he describes the two long cat-
alogues of the poem: first, in section fifteen, the poetic 
vision hovers over the occupations of the land and results in 
an enumeration of dozens of examples of " ••• more or less syn-
onymous parallelistic form;u47 second, in section thirty-
three, the poet's vision soars over a world panorama of scenes, 
activities, and pictures of life, finds expression in an eighty-
one line emllnerative sentence of partial parallelisms, and is 
brought to a structural conclusion in the final line.48 
Allen concludes that the two forms of expression are 
45 ~., p. 397. 
46 Ibid. , p. 399. 
4,7 Ibid. , p. 398. 
L~8 Ibid. 
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basic to the structure of, the ItSong of Myself" inasmuch as 
they both arise from the same psychological expression of an 
expanding ego that would embrace the fullness and variety of 
nature in an organic whole.49 
In summing up it is encouraging to note that: (1) The 
correspondence in the structural motif of "'llhe Song of Myselflt 
and The Lily and the Bee helps to do away with any idea that 
the American poem is unique in design; (2) Professor Strauch's 
article demonstrates that the "Song of IfIyself" has a struc-
tural pattern; (3) Miss Swayne's study points out that the ex-
pansion and elaboration of the' catalogue form is basic to the 
structural pattern of the poenl; and (4) Professor Allen ex-
plains--naming parallelism and enUllleration as the stylistic 
devices for expression--that the expanding ego psychology of 
identification with all creation is fundamental to the poem. 
These studies move a long way from the mere mechanical 
analysis of form to a concentration on the psychological and 
philosophical implications of the poem. And this is in keep-
ing with ~TIitman's plan that thought should ever outweigh 
form. 50 Yet it seems to me that these studies fail to do more 
than hint at the real structure of the ttSong of Myself." It 
is my conviction that: (1) the poet's thought motif determines 
the general structural design of the poem; (2) this structural 
pattern accentuates the catalogue as an essential architec-
tonic device; (3) the amplification of the simple catalogue 
49 Ibid., pp. 297, 399. 
50 ~;.;al t Whitman, Preface to 1876 Leaves of Grass, The 




into stanzaic units is basic to the structure; (4) the sim-
ple catalogue depends for its form on the poet's interest in 
single words. And I believe that an analysis of the poet's 
thought pattern, together with a consideration of his cata-
logue method of presentation and his special interest in words, 
will point up a clear picture of the structural design of the 






The term 'structure' is significant in that it deals 
with the "fundamental ways of working of the hwnan mind as an 
instrument in developing and in cOlllll1unicating thought. IIl It 
has to do with the means that men use to put their thoughts 
and feelings in order. According to Plato every work of art 
is based upon some fundamental plan or design, every discourse 
"ought to be a living creature, having a body of its own and 
a head and feet; there should be a middle, beginning, and end, 
adapted to one another and to the whole.,,2 
Vfhitman appears to agree with Plato's concept. In any 
event, he gives us a similar definition of an organic work of 
art and indicates that his plan or design is the form of man: 
I say that the perfect form, with all that with it goes, 
is only fully worthy. I tllink the human form the epitome 
of all the universal emblem ••• I think in literature ••• we 
will roam unsystematic and barbarous, except we seek en-
semble through it and honor the actual fibres of things ••• 
acknowledging supreme above delicatesse and art, man, 
nudejand abysmal and indifferent to mere delicatesse and 
art. 
And in an unpublished tract that was meant to serve as an 
introduction for an American edition of the Leaves, he tells 
1 E. A. Saidla, Essa s for the stud of structure and 
Style, The Macmillan Company, New York, 1939, p. • 
2 The Dialogues of Plato, translated by B. Jowett, 
Random House, Inc., New York, 1937, 1:268. 
3 Walt Whitman's V{orkshop, edited by Clifton Joseph 
FUrness, Harvard University Press, Cambridge, 1928, p. 133. 
us that his works are meant 
••• namely to suggest the substance and form ot a 
large, sane, perfect Human Being or character ••• 4-
2 
We shall take Vllii tman literally and seek to show that 
the "Song of Myselflt fits Plato's standard of a work of art. 
It is easy to view the poem as a man inasmuch as \lVhi tman as-
cribes life to it when he embraces the whole content of his 
work in magnanimous gestures. In an unpublished appendix 
meant to appear as an introduction to Leaves of Grass, we 
find the words: 
This is no book but I myself, in loving flesh and blood. 5 
And, again in 1860, he says: 
Camerado, this is no book, 6 
Vlho touches this touches a man. 
This desire on the part of the poet to make us view his com-
plete Leaves as a living creature is also evidenced in that 
part of the Leaves we are to study--flSong of Myself." Plato's 
demand that a work of art must have a beginning, middle, end, 
is met in Wbitman's poem of a living man with his birth (be-
ginning), life (middle), death (end). 
An overview of the thought pattern of the "Song of 
Myself" is given in Chart 1. 
4 Ibid., p. 136. 
5 Ibid., p. 168. 
6 "So Longllf The Complete Writings of Walt Whitman. 
Issued under the editorial supervision of his literary exec-
utors, Richard Maurice Bucke, Thomas Harned, and Horace 
Traubel, G. P. Putnam's Sons, New York and London, 1902. Vol. 2, 





THE THOUGHT PATTERN OF THE "SONG OF MYSELF If 





Body comes from earth: My tongue, every atom Qf my blood 








Soul enters body:8 I believe in you my soul ••• 
Loafe with me on the grass ••• (ll. 82,84) 










Life and death (VI-VII): The smallest sprout shows 






Pride of youth, questions (VIII-XXXVll) 
a. Diversity (VIII-XVll)9 
• 
Q. Occupations (XII-XVl)9 • 
• • 
• 
c. Identity-sense (XVIII-XXXll) 
• • 
• • 
d. Experience (XXXlll) 
• 
• 
e. Suffering (XL~111-X7~Vll) 
• 3. Sympathy of maturity, explanations (XXXVIII-XLIV) 
a. Sympathy (XXXVII1-XL1) 
. b. The sermon starts (XLI1-XLIV) 
4. The sermon continues (XLV-XLV11) 
Life and death: There is no stoppage and never 
can be stoppage. (1. 1190) 
C. End Qr death (XLVI11-Lll) 
1. Soul leaves body: I depart as air ••• (l. 1337) 
2. Body returns to earth: I bequeath myself to the dirt ••• (l. 1339) 






In all of Whitman.' s poetry, as in Emerson's, thought 
dominates over form. lO It is important to keep this fact in 
mind throughout the entire study of the poem for, when the 
poet's thoughts are put in order, the pattern of its struc-
ture appears. 
The outline of the "Song of Myself" reveals a balance 
between the related parts which effects the subsequent unity 
of the whole. The poet's exact counterbalance of opposites--
beginning and end, birth and de'ath, youth and maturity, 
questions and explanations, pride and sympathy--appears to be 
based on the idea of the inherent opposing forces in nature 
and man. This two-handed theory of artll achieves unity of 
7 "Song of Myself," 1. 6. All references to the ",song 
of Myself ll are made to volume one of The Complete Viri tings of 
Walt Whitman, issued under the editorial supervision of his 
literary executors, Richard Maurice Bucke, Thomas Harned,and 
Horace Traubel, G. P. Putnam's Sons, New York and London, 
1902. The line nmnber of each succeeding reference to the 
poem will be enclosed in parentheses. 
8 Clifton Joseph Furness, in the notes to his Walt 
Whitman's WorkshoE, p. 200, has the following to say ~oncern­
ing such of the poet's expressions as 'Come, said my ~oul,' 
and 'My Soul and I': !fIt ·seems almost certain that Whitman 
used the term 'Soul' ••• to indicate his Genius-self as distinct 
from his personal self .'t It is in this sense tha.t the soul is 
posed as entering the body. 
9 A general overlapping of thought motif in the lines 
of the middle portion of the "Song of Myselfll makes it almost-
impossible to say where one division ends and another division 
begins. This overlapping is particularly evident in the lines 
of diversity and occupations. 
10 
• 
Forms and Types; or, 
Annual, 1 0, Columbia 
11 Mary Austin, The American Rhythm, Houghton Mifflin 







the whole by effecting a balance of opposites. In Wnitman's 
case the belief is that the one side does not exist without 
its opposite side12 and l for this reason, the two opposites 
make up the whole. With this idea in mind it is easy to see 
the allnost perfect balance between the first division, begin-
ning, and the third division l end. The poet's body is seen 
as having both its inception and its end in the earth while 
his soul comes from and departs to an elusive source. This 
balance is between the opposite's, birth and death, beginning 
and end. However l the second division l or middle, pictures 
life itself and reveals a certain harmonic balance between 
youth and maturitYI question and answer l pride and sympathy. 
Pride tends to isolate the individual while sympathy tends 
to fuse mankind. These polar opposites set up by Vf.hitman ef-
fect a wholeness. He believed that the soul possesses sym-
pathy as measureless as its pride and that neither pride nor 
sympathy can do harm when in the company of the other. 13 
The division ol~ the poet's thought pattern into the 
three parts--beginning, middle, end--is only partially sug-
gestive. The definitive requirements for a work of art de-
mand much more than this surface treatment reveals. Therefore, 
12 Floyd Stovall, "Whitman,tr American Idealism l Uni-
versity of Oklahoma Press, Norman, Oklahoma, 19~-3, p. 83. 
13 Norman Foerster, "vihi tman, If American Cri ticism l 









in order to prove the harmony of the related parts one to 
another and to the whole, a more detailed study is in order • 
Detailed Stud;t 
In the detailed study of the "Song of Myself lt the begin-
ning, middle, and end will be referred to as the Introduction, 
Prelude, and Close. The terms fit the mood of the "poet-
musician,,14 better inasmuch as the progression of his verse 
can be compared to that of musi'cal composi tion.15 Basil De 
Selincourt even declares that Whitman uses words and phrases 
as if they were notes of music. 16 Gay Wilson Allen's observa-
tion that the progression is symphonic17 is applicable to the 
study of the "Song of Myself" where the Introduction (Sections 
l-V) actually advances themes that are developed in the Prelude 
(Sections Vl-XLVll).18 However, because these themes are over-
lapping, it is never possible to say that any movement or idea 
begins and ends at a given point. 
A general overview of the poem lends emphasis to Bliss 
Perry's observation that rinitman was particularly responsive 
14 Gay Wilson Allen, Walt Wllitman Handbook, Packard and 
Company, Chicago, 1946, p. 408. ---
15 Basil DeSelincourt, Walt Whitman: a Critical Stud;t, 
Martin Secker, London, 1914, p. 104. 
16 Ibid., p. 108. 
17 Allen, OPe cit., p. 407. 
18 







to all movement. 19 For .instance, the first part of the.'poem 
stresses the sound of the human voice; the middle portion 
accents instrumental design in band or march music; and the 
concluding sections vibrate with the profound chords of the 
organ. Exemplified, the movement appears to be from the ex-
pression of physical lustiness in ft ••• the belch'd words of 
my voice ••• " (1. 25), to the It ••• lull ••• the hum ••• ff (1. 86) 
of the mystical eXperience, and to the sound of the human 
voice in "The pure contralto si'ngs ••• ft (1. 264). But, "The 
bugle calls ••• 1t (1. 287) sets a new pace and anticipates the 
march motif of lines 361, 365-66: 
With music strong I come, with my cornets and my drums, 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
I beat and pound for the dead, 
I blow through my embouchures my loudest and gayest ••• 
Then, in section XXVI, we find a mixed motif of all kinds of 
sounds which describes the effect that music has upon the poet: 
I hear bravuras of birds, bustle of growing wheat, gos-
sip of flames, clack of sticks cooking my meals, 
I hear the sound I love, the sound of the human voice, 
I hear all sounds running together, combined, fused 
or following, 
Sounds of the city and sounds out of the city, sounds 
of the day and night,. 
Talkative young ones to those that like them, the loud 
laugh of work-people at their meals, 
The angry base of disjointed friendship, the faint 
tones of the sick, 
The judge with hands tight to the desk, his pallid 
lips pronouncing a death-sentence, 
The heave'e'yo of stevedores unlading ships by the 
wharves, the refrain of the anchor-lifters, 
19 Bliss Perry, Walt Whitman, Houghton Mifflin Company, 





The ring of alarm-bells, the cry of fire, the whirr 
of swift-streaking engines and hose-carts with premon-
itory tinkles and color'd lights, 
The steam-whistle, the solid roll of the train of 
approaching cars, 
The slow march play'd at the head of the association 
marching two and two, 
(They go to guard some corpse, the flag-tops are 
draped with black muslin.) 
8 
I hear the violoncello, ('tis the young man's heart's 
complaint, ) 
I hear the key'd cornet, it glides quickly in tr~ough 
my ears, 
It shakes mad-sweet pangs through my belly and breast. 
I hear the cllOrus, it is a grand opera, 
Ah this indeed is music--this suits me. 
A tenor large and fresh as the creation fills me, 
The orbic flex of his mouth is pouring and filling me 
full. 
I hear the train'd soprano (what work with hers is 
this?) 
The orchestra whirls me wider than Uranus flies, 
It wrenches such ardors from me I did not know I 
possess1d them, 
It sails me, I dab with bare feet, they are lick'd 
by the indolent waves, 
I am cut by bitter and angry hail, I lose my breath, 
Steep1d amid honey'd morphine, my windpipe throttled 
in fakes of death, 
At length let up again to feel ••• 
(11. 584-609) 
It is significant that Whitman uses the deep and pene-
trating chords of organ music to express .the solemnity of the 
final or closing sections of the poem. Just before commencing 
his final farewell sermon, section forty-two, the poet tells 
us that " ••• he has pass'd his prelude on the reeds within .•• " 
(1. 1058), and refers to his poetry as "Easily written loose-
finger'd chords ••• " (1. 1059). But, as he looks over the mul-




pulsating crowd, the actual 'music' of living and breathlng, 
and exclaims "Music rolls, but not from the organ" (1. 1061) • 
It appears that Vfuitman's constant use of such vocal 
and instrumental devices in developing his ideas justifies 
the use of the terms Introduction, Prelude, Close as headings 
for the three divisions of the study. 
j , 
10 
The Introduction (I-V) 
A progressional theme is woven through the "Song of 
Myself." It appears that the poet starts at the ground and 
moves slowly but surely upward, step by step. In a symbol-
ical sense, each separate progression merges into a whole 
\ 
picture and is representative of man's steady evolutionary 
advance. The Introduction serves as a starting point for 
the long journey; the Prelude pictures, in a series of pro-
gressions, man's journey through life; the Close serves as a 
point of return and brings the long journey to an end. 
The beginning or Introduction, the first five sections, 
indicates the themes or contents of the complete poem. It 
is really, in effect, a brief summary of the whole and charts 
the course for the movement of the entire song. My analysis 
of the Introduction will endeavor to point out themes which 
will carryover into the Prelude and become greatly enlarged 
upon there. In a sense these feelers have their roots in 
the Introduction, branch out in all directions in the Prelude, 
and are reduced to certain compact resolutions in the Close. 
In order to clarify the analysis of the Introduction 
as much as possible a brief structural chart of it, using the 
climax as the focal pOint, is presented. 
\ . 
CHART 11 
STRUCTURAL BALANCE OF FIVE SECTIONS OF INTRODUCTION 
Section 1: Setting forth 
Body and soul--separate parts 
Section 2: Body 
Catalogue: Sense impressions 
Pride in body 
Section 3: Climax 
11 
Mystery of life: Myself 
Section 4: Soul 
Catalogue: environment 
SyTflpathy 
Section 5: Conclusion 
Body and soul--union 
In the beginning, section one, the poet lets one know 
that he is to sing a song about 'Myself:' 
I celebrate myself, and sing myself ••• (l. 1) 
This 'Myself,' the main character of' the song, is to be repre-
sentative of all men: 
And what I assume you shall assume ••• (l. 2) 
He has his beginning in the earth: 
My tongue, every atom of my blood, form'd from 
this soil ••• (l. 6) 
At first his body and soul are separate parts: 
4 20 I ••• invite.my soul ••• (l. ) 
20 Refer to footnote eight on page four of this study. 
\ , 
( 
He endorses all natural ,laws: 
I harbor for good or bad, I permit to speak at 
every hazard, 
12 
Nature without check with original energy. (11. 12-13) 
Section two describes his joy in physical sensations. 
The catalogue of sense impressions, quoted below" stresses 
pride in body and serves as a brief sUITilllary and introduction 
for the enlarged ftS ong of the Senses" found in sections 
twenty-four to thirty-one of the main body of the song, the 
Prelude: 
Sight The smoke of my own breath" 
Sight & Echoes, ripples, buzz'd whispers, love-root 
Hearing silk-thread, crotch and vine, 
Smell My respiration and inspiration, the beating 
Feeling of my heart, the passing of blood and air 
through my lungs, 
Taste & The sniff of green leaves and dry leaves" 
Smell and of the shore and dark-color'd sea-rocks, 
and of hay in the barn, 
Hearing The sound of the belch'd words of my 
voice loos'd to the eddies of the wind, 
Touch 
Sight 
A few light kisses, a few embraces, a 
reaching around of arms, 
The play of shine and shade on the trees 
as the supple boughs wag" 
Feeling,_ The delight alone or in the rush of the 
streets, or along the fields and hill-sides, 
Feelins The feeling of health, the full-noon trill, 
the song of me rising from bed and meeting 
. the sun. (11. 2Jl-29~ 
13 
This passage moves to the consideration, in section 
three, of the mystery of life. Because man has this body 
he debates about its beginning and end and comes face to 
face with the mystery of life: 
I and this mystery here we stand. (1. 51) 
With this statement the poet has reached a climactic plateau, 
and there is a short reflective pause while he philosophizes 
on the ego. The followins lines serve as an introduction for 
the long 'I anl' catalogue found in sections eighteen to 
twenty-four of the Prelude: 
Showing the best and dividing it from the worst age 
vexes age, 
Knowing the perfect fitness and equanimity of things, 
while they discuss I am silent, and go bathe and admire 
myself. 
Welcome is every organ and attribute of me, and of 
any man hearty and clean, 
Not an inch nor a particle of an inch is vile, and 
none shall be less fruniliar than the rest. (11. 55-58) 
Both body and soul, section four, are recognized as 
equals and are subjected to environmental stimuli. The fol-
lowing catalogue pictures the trials that beset man's body 
on all sides: 
Trippers and askers surrouhd me, 
People I meet, the effect upon me of my early life or 
the ward and city I live in, or the nation, 
The latest dates, discoveries, inventions, societies, 
authors old and new, 
My dinner, dress, associates, looks, compliments, dues, 
The real or fancied indifference of some man or woman 
I love, 
The sickness of one of my folks or of myself, or ill-
doing or loss or lack of money, or depressions or ex-
altations, 
Battles, the horrors of fratricidal war, the fever of 
doubtful news, the fitful events. (11. 66-72) 
( 14 
But the poet stands apart from the agitation and turmoil for 
tr ••• they are not theMe myself. tr (1. 74). This catalogue 
of confusion anticipates the long series of pictures of suf-
fering with which the poet identifies himself in the Prelude 
(11. 820-958). 
In section five the poet's thoughts culminate in a mys-
tical union of body and soul. This final section serves as 
a sort of conclusion for the Introduction. In it the body 
and soul, by means of a mystical experience, become united 
in a perfect whole. The offspring of the union of body and 
soul is love--the central key of the poem: 
& •• a kelson of the creation is love. (1. 95) 
The union of body and soul anticipates the union of pride an d 
sympathy in the thirty-eighth section of the Prelude. 
In looking back over the Introduction one cannot help 
but notice that the five sections seem to serve the purpose 
of pointing up a general structural pattern for the poem. 
That is, sections one and five are indicative of the begin-
ning (Introduction I-V) and of the end (Close XLVIII-Lll) 
respectively, while sections two, three, four appear to be 
drawn as a summary and introduction for the middle portion 
(Prelude VI-XLVII). 
15 
The Prelude (VI-XLVll) 
The title Prelude has been given to the middle portion 
of the "Song of Myself" because it is the term, though incor-
rectly used, which Vfhitman himself applies to the body of his 
song. In his own words, section forty-two, he lets us know 
t~at he has finished the main part of his song and is now 
faced with a climax and close. Or, in other words, he has 
lived the main part of his life and is now faced with the end 
or death. 
Now the performer launches his nerve, he has passtd 
his prelude on the reeds within, 
Easily written loose-fingertd chords--I feel the 
thrum of your climax and close. (11. 1058-59) 
According to Webster the term tprelude t is defined as 
an introductory performance that prepares for the principal 
or more important matter. However, Wllitman appears to have 
used the term more in a metaphorical sense to suggest his feel-
lng that life is a prelude to death. He considers life as 
only a part of the whole; to be complete this whole is made 
up of both life and death. In this sense, when the author 
hints in section forty-two that he has passed his prelude, 
he means that he has said practically everything that needs 
to be said concerning life, and he starts to draw in or 
tighten up the loose chords of his song. Before section 
forty-two he has thrown out all kinds of ideas for considera-
tion; starting with section forty-two he commences to re-
solve these ideas into certain compact explanations and 
( 
16 
reassurances for the life after death. 
VJhitman contends that his song is written for the ex ... 
press purpose of going beyond what is already understood 
about life. He says, 
Not words of routine this song of mine, 
But abruptly to question, to leap beyond yet 
nearer bring. (11. 1086-87) 
For this reason it is, perhaps, easier to understand his--
what may otherwise appear crude--method of presentation in 
the Prelude. He employs everything he can think of from a 
tiny blade of grass--on tlwough such minute objects as moth 
and fish-eggs (1. 352), quahaug (1. 613), pismire and egg 
of wren (1. 664), tree-toad (1. 665), rUill1ing balckberry 
vine (1. 666), mouse (1. 669), gnat (1. 1253), a bean in its 
pod (1. 1274)--up to the spherical bodies of the universe 
(11. 1220-22) to prove that life is never-ending and that 
death is only a part of life. A glance at the outline of 
the poet's thought pattern on page three will show that he 
includes death as a part of life.- For instance, he starts 
sections six and seven, and ends, section forty-seven, the 
Prelude with a consideration of life and death. The final 
resolution of sectlona six and seven: 
The smallest sprout shows there is really no 
death. (1. 126) 
serves as an introduction to the prelude of life and is 




TJl:Dere is no stqppage and never can be stoppage. 
(1. 1190) . 
which serves as a conclusi on for the middle portion of the 
song. 
~Vhitman sees man as moving ever onward. He refuses to 
tal k of the beginning and the end (1. 39) for he sees nothing 
but a unified plan of procedure from one phase of life to an-
other phase of life. He claims that death has no other purpose 
than to lead life forward (1. ~27). If man is thought of, then, 
as living a fluid life, he is naturally thought of as moving 
about, one way or another, either forward or backward. And 
Whi tman' s American Character is .'one DO moves ft forward then 
and now and forever lf (1. 696). The ultimate hope oi"' his pro-
gressions is to come at last to God as a perfected man. 
The Lord will be there and wait till I come on 
perfect terms. (1. 1199) 
Whitman's concern with man's upward climb demands a 
pattern that will assure him of the necessary progression. 
And in the Prelude man appears, like Emerson's worm,21 to be 
trying all of the time for something better. The linked spir-
itual progressions are built upon or, at least, have to do 
with catalogues. They start in sections six and seven, and end 
in section forty-seven. In order to pl9«uent the progressions 
in a clear manner, three brief charts are offered: the first, 
21 John Burroughs, The Writings of John Burroughs, 
Houghton Mifflin Company, New York, 1912, 14:202. 
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it. structural Outline of the Progressions (Chart Ill), gives 
a detailed outline of the progressions; the second, The 
Balance of Progressions (Chart IV), supplements Chart III 
and points up a pattern of balance between the progressions; 
the third, A structural Outline of Catalogues and Resolutions 
(Chart V), depicts a straight-line climb from one progression 
to the next. In this upward climb the catalogue is used as 
a stairway to a resolutional landi.iJ.g_ or plateau. Each cat-
alogue is followed by a plateau which, in its turn, moves 




A STRUCTURAL OUTLINE OF THE PROGRESSIONS 
Starting point (I-V) 
PRELUDE 
A. Throwing out of ideas: Man struggles for form and meaning 
1. Progression one (VI-XIII) 
a. Faith, no death (VI-VII) 
"The smallest sprout shows there is really no 
death "(1. 126) : 
!lHas anyone thought it lucky to be born? 
••• it is just as lucky to die ••• " (11.131-132) 
b. Catalogue of diverse life (VIII-XIII) 
c. CaI'esser of life, animal and man (XIII) 
"In me the caresser of life wherever moving ••• " (1. 232) 
2. Progression two (XIII-XVII) 
4· 
ao Identity with animal and outdoor life (XIII-XIV) 
"I see in them and myself the same old law" (1. 252) 
"I am enamour'd of growing out-doors" (1. 255) 
b. Catalogue of occupations (XV) 
c. Identity with " ••• every hue and caste ••• every rank 
and religion" (1. 346) 
Progression three (XVIII-XXIV) 
a. Torch song, carries torch for the conquered and 
slain, the wicked and righteous (XVIII-XIX) 
b. Catalogue of identity, 'I am' (XX-XXIII) 
"In all people I see myself ••• " (1. 401) 
"To me the converging objects of the universe 
perpetually flow, 
All are written to me, and I must get what the 
writing means." (11. 404-405) 
c. Identity as 'Kosmos' (XXIV) 
"Walt Vv'hi tman, a kosmos ••• " (1. 497) 
" ••• through me the current and index." (1. 505) 
Progression four (XXIV-XXXII) 
a. Individual, Myself, hub of all (XXIV) 
It~-ialt Whitman, A kosmos ••• 1t (1. 497) 
" ••• See then whether you shall be master!" (1. 559) 
b. Catalogue of senses, sex is key to constant flux 
of life (XXIV-XXXII) 
c. Identity with creation (XXX-XXXI) 
"All truths wait in all thingsll (1. 648) 




5. Progression five (XXX1I-XXXlll) 
a. Identity with animal life (XL~ll) 
"They bring me tokens ·oi' myself ••• " (1. 693) 
b. Catalogue of experience, flow of inner vision (.;~XXlll) 
ttl am afoot with my vision" (1. 716) 
c. Identity with Universal (XXXlll) 
If I fly those flights of a fluid and swallowing soul, 
My course runs below the soundings of plummets. 
I help myself to ~aterial and irruaaterial, 
No guard can shut me off, no law prevent me." 
(11. 800-803) 
6. Progression six (XXXIII-XL1) 
a. Identity with suffering (XXXlll) 
!fAll these I feel or am (1. 837) 
b. Catalogue of suffering and sympathy, flow of inner 
vision (XY~lll~XLl) 
"I ••• embody all presences outlaw'd or sufi'ering" 
(1. 947) 
" ••• 1 do not give lectures or a little charity, 
Vvben I give I give myself." (11. 994-995) 
til troop forth replenish';d with supreme power ••• 11 
(1. 970) 
lIMagnifying and applying come I" (1. 1026) 
c. The new messiah appears (XL1) 
" ••• myself waiting my time to be one of the 
supremes, 
••• when I shall do as much good as the best •.• 1f 
(11. 1050-1051) 
"By my lii'e-lumpsl becoming already a creator" 
(1. 1052) . 
B. Drawing in, resolutions, realization of meanings 
If ••• to question, to leap beyond yet nearer bring" (1. 1087) 
7. Progression seven(XLll-XLVll) 
a. The vision ends, the new messiah speaks (XLll) 
itA call in the midst of the crowd, 








b. The sermon, new messiah preaches, reconciliation 
of life and death 22 
(1) Identity with life (XLII-XLV) 
"Come my children" (1. 10.56) 
"One of that centripetal and centrifugal gang 
I turn and talk like a man leaving charges 
before a journey.1I (1. 1111) 
" ••• let us stand up." (1. 1134) 
(2) The journey to death (XLVI) 
"I tramp a perpetual journey ••• II (1. 1202) 
If Not I, not anyone else can travel that 
road for you, 
You must travel it for yourself. 1f (11. 1210-123:1) 
"Perhaps you have been on it since you were 
born and did not know" (1. 1213) 
" ••• after we start we never lie by again. 1t 
(1. 1219) 
"You are asking me questions ••• 
I answer that I cannot answer, you must 
find out for yourself." (11. 1123-1124) 
(3) Self-reliance (XLVII) 
Point of return (XLVIII-Lll) 
22 The sermon is not a true catalogue, but it does rep-







1. Progression one (VI-XlII) 
a. Reconciliation of lire and deatl1 (VI-VII) 
22 
b. Catalogue of diverse life, stanzaic form (VIII-XIII) 
c. Identity with all life, both animal and man (XIII) 
2. Progression two (XIII-XVII) 
a. Identity with animal and outdoor life (XIII-XIV) 
b. Catalogue of occupations, verse form (XV) 
c. Identity with mass of mankind (XVI-XVII) 
3. Progression three (XVIII-XXIV) 
a. Individual, hub of all (XVIII) 
b. Catalogue of II amI, stanzaic form (XX-XXIII) 
c. Identity as IKosmosl (XXIV) 
4. Progression four (XXIV-XXXII) 
a. Individual, hub of all (XXIV) 
b. Catalogue of senses, stanzaic form (XXIV-XXXII) 
c. Identity mth creation (XXX-XXXI) 
5. Progression five (XXXII-XXXIII) 
a. Identity with animal life (XXXII) 
b. ,.Catalogue of experience, verse form (XXXIII) 
c. Identity with Universal (~CXlll) 
6. Progression six (XXX~ll-XLl) 
a. Identity with suffering (XXXIII) 
b. Catalogue of suffering-sympathy, stanzaic form (]GUllI-XLI) 
c. Identity with Jesus, Jehovah, and old religionists 
. (XXXVIII, XLI) 
7. Progression seven (XLII-XLVII) 
a. Sermon (XLll-XLVll) 
b. Reconciliation of life and death (XLV-XLVI) 
.::- This supplement is condensed from Chart Ill, pp. 










5~ Experience (XXXIII) 
Plateau (XXX) 
4. Senses (XXIV-XXXII) 
Plateau (XXIV) 
3. Identity (,KX:':'XXi"lll/) 
Plateau (XVI-XVII) 
2. Occupations (XV) 
Plateau (XIII) 
1. Diverse life (VIII-XIII) 
23 This chart depicts a resolutional stairway made up 
ofa climb from one progression to a plateau of resolutions 
and, from there, to another progression and plateau. 
24 Refer to footnote twenty-two on page twenty-one 
of this study. 
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, I 
The pyramidal movement of Charts 111 and lV reveals 
a structural pattern which appears to have had its inception 
in the poet's struggle to ascribe form and meaning to life 
or Being. The movement has its beginning in a reconciliation 
of life and death in progression one: 
The smallest sprout shows there is really no 
death. (1. 126) 
Following this, the quest for understanding of the mystery orr 
Being gets under way. It is traced through the divisions of 
diversity, occupations, identity, to the rong o.f the senses 
where the poet finds that sex is the key to life. The reve-
lation of the secret of Being results in the flow of' the poet's 
inner vision,'which can be traced on through the divisions of 
experience and suf.fering-sympathy. 1:'hen, all six of the divi-
sions are pulled together in a .final realization o.f meanings, 
a reconciliation of life and death, in progression seven: 
I know I have the best of time and space, and was 
never measured and never will be measured. (1. 1201) 
This movement will be traced in a brief analysis of 
the progressions. 
Progression one (Sections Vl-Xlll). The progression 
starts on a note of questioning uncertainty (Sec. Vl). The 
poet is unable to answer the question,ItWhat is the grass?1I 
(1. ~9). But he doeB make a series of guesses which develop 
the symbol of the pantheistic grass: 
I guess it must be the flag of my disposition ••• 
Or I guess it is the handkerchief of the Lord, 
•••••••••••••• e· •• ' ••••••••••••••••••••••••• 
Or I guess the grass is itself a child, the pro-
duced babe of the vegetation. 
Or I guess it is a uniform hieroglyphic, 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
And now it seems to.me'~ the beauti.ful uncut hair of 
graves. (11. 101-102, 105-106, 110) 
And, in attempting to determine what has become of those: who 
lie under the grass, he reconciles life and death: 
They are alive and well somewhere, 
The smallest sprout shows there is really no death, 
And if ever there was it led forward life, and does 
not wait at the end to arrest it, 
And ceas'd the moment life appear'd. 
All goes onward and outward, nothing collapses, 
And to die is different from what anyone supposed, 
and luckier. (11. 125-130) 
The first two lines of section seven reiterate this 
reconciliation of life and death: 
Has anyone supposed it lucky to be born? 
I hasten to inform him or her it is just as 
lucky to die, and I know it. (11. 131-132) 
This is followed by what appears to be a 'try' at a vision. 
He says: 
I pass death with the dying and birth with the 
new-wash1d babe, and am not contain'd between my hat 
and boots, 
And peruse manifold objects ••• (11. 133-134) 
But he gets down to mere listing and gives a summary of what 
is to come in the catalogue of diversity'Sec. VIII-XIII) and 
occupations (Sec. XV). He prefaces the list with III am 
the mate and companion of people ••• lf (1. 137), follows with 
a summary listing of the kinds of people he is to embrace: 
For me those that. have been boys and that love wo~en, 
For me the man that is proud and feels how it stings 
to be slighted, 
For me the sweet-heart and the old maid, for me mothers 
and the mothers of mothers, 
For me lips that have smiled, eyes that have shed 
tears, 
For me children and the begetters of children. 
(11. 11-/-0-144) 
and then points up his relationship to the coming catalogue 
of diverse life as that of a bystander only. He sees: 
Undrapel you are not guilty to me, nor stale nor 
discarded, 
I see through the broadcloth and gingham whether 
or no, 
And am around, tenacious, acquisitive, tireless, 
and cannot be shaken away. (11. 145-147) 
In the non-experiential catalogue of diverse life (Bec. Vlll-
XIII), which follows, the poet's role as an onlooker serves 
as his only means of contact with the diverse mass of huraan-
ity. Notice that the lines of identification stress observa-
tion only: 
I lift the gauze and look a lont; time ••• (l. 14-9) 
I peeringly view them ••• (l. 151) 
I witness the corpse ••• (l. 153) 
I mind them ••• (l. 166) 
My eyes settle the land ••• (l. 181) 
I saw the marriage ••• (l. 185) 
••• for I see you.~.(l. 206) 
I follow their movements ••• (10 221) 
I behold the picturesque giant ••• (l. 230) 
It is important to notice that up to this point the 
poet's observation of the human spectacle has drawn forth 
very little feeling. But, in section XIII, when he beholds 
the driver of the stone-yard wagon, his eyes " ••• go with the 
team also ••• " (1. 231), and he becomes the " ••• caresser of 








fall upon the wood-drake and the wood-duck, the resolutional 
plateau of progression one is achieved. For, as he stands 
and looks on at the high flight of the feathered creatures, 
he has a feeling of kinship with them and expresses his be-
lief in pantheistic evolution: 
I believe in those wingtd purposes, 
And acknowledge red, yellow, white, playing 
within me. (11. 239-240) 
Following this he proceeds to accept the tortoise (1. 242), 
the jay in the woods (1. 243), 'the bay mare (1. 244) on their 
own. terms. 
Progre~sion two (Sections XIII-XVll). The poet ex-
tends his identification with animal life to include t...'-le 
wild gander (1. 2LI-5), the moose (1. 249), the cat on the 
house-sill (1. 2L~9), the chicadee (1. 249), the prairie-dog 
(1. 249), the litter of the gruhting sow (1. 250), the brood 
of the turkey hen (1. 251), and sees 1I ••• in them and myself 
the same old law" (1. 252) of pantheistic evolution and 
transmigration. (It is this spirit of humility before ani-
mal life that serves as the open door to the long verse cata-
logues.) 
Then the press of his " ••• foot to the earth springs a 
hundred affections" (1. 253), and he proceeds to identify 
himself with out-door life. He gives us a short list of 
out-of-door people which serves as a preface to the catalogue 
of occupations (XV): 
Of men that live among cattle or taste of the ocean 
or woods, 
Of the builders and steerers of ships and the 




The rinal rive lines or .·section rourteen: 
What is commonest, cheapest, nearest, easiest, 
is Me, 
Me going in ror my chances, spending ror vast 
returns, 
28 
Adorning myselr to bestow myselr on the rirst that 
will take me, 
Not asking the sky to come down to my good will, 
scattering it rreely rorever. (11. 259-263) 
describe 'Me' and anticipate the catalogue or identity, 
sections twenty to twenty-three, in progression three. 
The catalogue tour or oCDupations (Sec. XV) leads to 
a general s~ary or the diversity of being (Sec. XV1) arid 
a rinal sympathetic identirication with the COLlmOn pattern 
of mankind: 
or every hue and caste am I, or every rank and 
religion, 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
I resist anlthing better than my ovm diversity, 
(11. 346, 34-9) 
Section XVll serves the purpose or drawing all of the 
ideas expressed in the rirst two progressions into atconclu-
sion. In it, the poet rerers to the pattern or diversity 
encountered in secti ons seven to sixteen as " ••• the grass 
that grows wherever the l·and is and the water is" (1. 389) 
and, thus, has the answer--" ••• the untying or the riddle ••• ff 
(1. 357)--to the question he could not answer in section six 
--~f.TJfuat is the grass?" (1. 99) 
Progression three, (Sections XVIII-XXl V). Section, 
eighteen is a brief torch song for the " ••• conquerld and 
slain ••• " (1. 362). The poet makes it clear that he iden-
tifies himself with the dead just the same as the living. 
I beat and pound for the dead (1. 365) 
29 
Then, in section nineteen, he takes on a Christ-like sympathy 
for the wi~ked and righteous (1. 373), the kept-woman (1. 375), 
the sponger (1. 375), the thief (1. 375), the heavy-lipped 
slave (1. 376), the 'venerealeE/1 (1. 376) and invites them all 
to the " ••• meal equally set ••• " (372), to the fI ••• thoughtful 
merge of myself ••• " (1. 381). 
But in section twenty he moves away from the group to 
a consideration of one individual, himself, for he feels that 
nothing has significance except as it is related to " ••• the 
Me in the centre ••• n25 (11. 404-405). He sets up a triple 
question of being--lfv'~llat is man, anyhow? what am I? what are 
you?" (1. 391)--and proceeds to an answer by isolating one 
part of the question--"What am I?If--for study. His thinking 
appears logical in that he recognizes that one individual 
carries within himself all of the characteristics of the 
group: 
In all people I see myself. (1. 401) 
and concludes that what is found to be true ~n the instance 
of the individual will also be true of the masses: 
All I mark as my own you shall offset it with your 
own. (1. 392 ) 
Before moving into the 'I am' song of identity Whitman lets 
25 Walt Whitman, "Democratic Vistas, ff The Complete 





us know that he is seeking the 'why' of life: 
To me the converging objects of, the universe 
perpetually flow, 
All are written to me, and I must get wh~t the 
writing means. (11. 404-405) 
30 
It is seen that the poet moves to a consideration of himself 
in order to ascribe a plan or order tothe universe. And, 
in the midst of his arrogant song of 'I run' ~Sec. XX-Y~lll) 
he finds himself to be an orderly and harmonious system, a 
part of the whole: 
I exist as I run ••• 
. . . . . . . . . . . . . . . . . . 
One world is aware ~nd by far the largest to 
me, and that is myself. (11. 413, 416) 
This link-in-the-chain theory of perfection leads 
to a chant of dilation and pride in section twenty-one. The 
poet sees himself as a pBrfect whole in the cosmic scheme 
and concludes that size does not matter. 
I show that size is only development. (1.430) 
His concept of evolutionary progress sees all men arriving 
at the highest point and then passing on, sees all men'as 
living a while and then dying: 
Have you outstript the rest? •• 
It is a trifle, they will more than arrive there 
everyone, and still pass on (11. 431, 432) 
He even proceeds to identify himself with the earth and sea. 
And the imagery of the earth and sea songs (11. 433-458) 
becomes syrabolic of life and death. For the picture of 
the 
Earth of the slumbering and liquid trees! 
Earth of the departed sunset ••• 
Earth of the vitreous pour of the full moon ••• 
, ' 
· . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
Earth of the limpid gray of clouds ••• 
(11. 439-441, 443) 
is one of rest while the picture of the 
Sea of stretch1d ground-swells, 
Sea b~eathing broad and convulsive breaths, 
Sea of the brine of life ••• (ll. 454-456) 
is one of pulsating life. 
Section twenty-three expounds the achievements of mod-
ern science. The poet accepts these scientific facts (11. 485-
-490), but he does not feel tha't science explains human ex-
istence, or ':nyself: I 
Your facts are useful, and yet they are not my 
dwelling, 
I but enter by them to an area of my own 
dwelling (11. 491-492) 
So he turns away from science back to a consideration of him-
self for the answer to the eternal question. He has previ-
ously declared himself done with "Hhimpering ••• truckling ••• 
conformity ••• ducking ••• deprecation ••• " (11. 396, 429) and is 
now ready to give a climax to his chant of dilation arid pride 
by declaring that he is a "Kosmos" (1. !+97). 
His assumption of the new role is not an unnatural act 
for, from the very first lines of the poem, the poet's pride 
in self has been growing steadily stronger. The identifica-
tion has moved from the general and diverse pattern of man-
kind to an accent and repeated stress on the individual, on 
't:!I:,~ 'as the center of the universe. It is no small WJ nder 
that the supremacy accorded Whitman's 'I am,26 in the cat,a-
logue of identity should move to a projection of himself as 
a 'Kosmos' (Sec • XXIV). 
Progression four (Sections XXlV-XXXll). The theme of 
the 'I run' catalogue of identity, progression three--to praise 
the individusl and make him supreme--continues on through 
section twenty-four of progression .four. IIWalt Whitman, a 
kosmos ••• " (1.497), by declaring that he is the " ••• current 
and index ••• " (1. 505), becomes' a medium through which all 
cosmic 'voices' speak: 
Through me mal y long dumb voices, 
Voices o.f the interminable generations or prisoners 
and slaves, 
Voices of the diseas'd and despairing and of thieves 
and dwarfs, 
Voices o.f cycles of preparation and accretion, 
And of the threads that connect the stars, and of 
wombs and the .father-stuff, 
And of the rights of them the others are down upon, 
O.f the deform'd, trivial, flat, .foolish, despised, 
}llog in the air, beetles rolling balls of dung. 
(11. 508-515) 
And because nothing in nature is indecent, her spokesman will 
.find nothing indecent27 ,in the 
••• .forbidden voic&s, 
Voices of sexes and lusts, voices veil'd and I 
remove the veil, 
Voices indecent by me clarified and transfigur'd. 
I do not press my fingers across my mouth, 
I keep as delicate around the bowels as around the 
head and heart, 
Copulation is no more rank to me than death is. 
(11. 516-521) 
26 The Biblical definition of the word 'Jehovah' as 
!'I am that I am" (Exodus 3: 14) is a possible explanation o.f 
the 'I am' catalogue of identity. 
27 Allen, Ope cit., p. 297. 
Then he proceeds to an arrogant worship of his own body: 
Divine am I inside and out, and I make holy 
whatever I touch or am touchld from, 
33 
The scent of these arm-pits aroma finer than prayer, 
This head more than churches, bibles, and all the 
creeds. 
If I worship one thing more than another it shall 
be the spread of my own body, or any part of it, 
............................................. 
I dote on myself, there is that lot of me and all 
so luscious. (11. 524-527, 544) 
The poetls intoxication with his own body and with the joy of 
physical sensations strengthens. his desire to understand the 
source of Being. And the IKosmos' carries the motif of the 
II amI catalogue to its climax when he accepts the challenge, 
1t ••• See then whether you shall be masterl lt (1. 559) 
His search for some method of control can be traced 
through the catalogue of the senses. In the first lines of 
section twenty-five the poet recognizes that he possesses an 
inherent power for self destruction: 
Dazzling and tremendous how quick the sun-rise would 
kill me, 
If I could not now and always send sun-rise out of 
me. (11. 560-561) 
But he is unable to find words that will explain creation. 
He finds it impossible to express what he really is in mere 
words: 
My final merit I refuse you, I refuse putting from 
me what I really am (1. 576) 
and claims that a look tells more than any word: 
I crowd your sleekest and best by simply looking 
toward you (1. 578) 
Because it is impossible to explain i:n words, he becomes silent: 
With the hush of my lips I wholly confound the 
skeptic (1. 581) 
and decides to " ••• do nothing but listen ll (1. 582). 
The catalogue of sounds, section twenty-six,28 is di-
vided into two parts; the first, lines 584-595, gives a list 
of sounds heard in everyday living; the second, lines 596-
-610, accents music and its effect upon the poet. The poet 
is receptive to the first kind of sound, but he is completely 
overcome by the sound of music~. He loses his breath (1. 607) 
and is left in a 'drugged' state I'Steep'd amid honey'd mor-
phine" (1. 608) with his It ••• windpipe throttled in fakes of 
death" (1. 608). But after awhile his mind is clear, and he 
ponders the question of Being again: 
At length let up again to feel the puzzle of puzzles, 
And that we call Being (11. 609-610) 
Section twenty-seven projects the theme of ITouch.' 
The poet asks, liTo be in any i'orm, what is that'?" (1. 611) and 
notices that he is still asking the same question he posed 
earlier in progression three (1. 391). He observes--in a 
cycle-of-life theory--that we always come back to the sarne 
old question: 
tRound and round we go, all of us, and ever come 
back thither) (1. 612) 
In an attempt to explain Being he moves from a consideration 
of the undeveloped " ••• qua...~aug in its callous shell ••• II (1. 613) 
to the more highly developed 'IvIe l with " ••• instant conductors 
allover ••• " (1. 615) and calls attention to his own acute 
sensitivity to touch: 
28 The catalogue of sounds is quoted on pp. 7-8 of 
this study. 
r 
I merely stir, pr~ss, feel with my fingers, and 
am happy, 
To touch my person to some one else's is about as 
much as I can stand. (11. 617-618) 
Then, in section twenty-eight, under the tyranny to the 
" ••• red marauder ll (1. 625), touch, the supremacy accorded 
35 
Whitman's 'I am' in the catalogue of identity is swept away. 
The poet is overcome by his emotions and abandons reason for 
sexual ecstasy. The " ••• fellow-senses ••• " (1. 629) are de-
scribed as being bribed by " ••• _villain touch ••• It (1. 640) 
to tI ••• go and graze at the edges of me" (1. 630). 
Section twenty-nine describes the aftereffects of the 
release of the poet's sexual emotions: 
Rich showering rain, and recompense richer 
afterward. 
Sprouts take and accumulate ••• (11. 645-646) 
and gives him the key to the mystery of Being. He recognizes 
that all of the time he has carried the answer to the ques-
tion of life within himself. For it is by means of sex that 
his soul has received its identity,and it is by means of sex 
that~the entire race is kept moving and the perpetual laws 
fulfilled. 29 The answer-to the question of Being leads to 
the resolutional plateau of progression four (Sec. XXX) in 
Which the poet asserts that each person or thing carries the 
truth within himself. Feeling is creative: 
All truths wait in all things (1. 648) 
29 Allen, 0E. cit., p. 269. 
.' 
Then, the poet observes ,that: (1) The logic of science did 
not give him the answer to the question of existence: 
Logic and sermons never convince, 
The damp of the night drives deeper into my soul. 
(11. 653 - 654 ) -
(2) Every man and woman must prove the truth for themselves, 
through sex: 
(Only what proves itself to every man and woman 
is so 
Only what nobody denies is so.) (11. 655-656) 
(3) It takes only a moment of'experience, by sex, to under-
stand creativity and the source of Being: 
A minute and a drop of me settle my brain (1. 657) 
The over-beliefs of section thirty (11. 656-662) flow 
into and become a part of the general pattern of section 
thirty-one. The poet's pantheistic philosophy is seen in 
such lines as: 
I believe a leaf of grass is no less than the 
journey-work of the stars (1. 663) 
By the light of the oosmic sense all things are perfect,30 and 
the poet notes the minute miracles of everyday life: leaf of 
grass (1. 663); pismire, ,grain of sand, egg of wren (1. 664); 
tree-toad (1. 665); running blackberry (1. 666); cow (1. 668) 
mouse (1. 669). But the chief miracle of the universe is 
'I' who incorporates all: 
I find I incorporate gneiss, coal, long-threaded 
lllOSS, fruits, grains, esculent roots, 
And am stucco'd \~th quadrupeds and birds allover. 
(11. 670-671) 
30 Richard Maurice Bucke, "Wal t \r'ihi tman," Cosmic 
Consciousness, E. P. Dutton and Company, Inc., New York, 
1901, p. 235. 
,', 
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and Vlh 0 has " •• • distance4 what is behind ••• " (.1. 672). This 
hint of evolutionary transmigration moves into a listing of 
animal life--mastodon (1. 676), buzzard (1. 679), snake (1. 680), 
elk (1. 681), Itrazor-bill'd auk" (1. 682)--which anticipates 
and sets in motion the animal motif of section thirty-two. 
Progression five (Sections XXXll-XY~lll). The poet 
asserts (Sec. XXXll) that he could " ••• turn and live with 
animals ••• " (1. 684) because their characteristics are supe-
rior to those of man. 'l'hat is:' 
They do not sweat and whine about their condition, 
They do not lie awake in the dark and weep for their 
sins, 
They do not make me sick discussing their duty to 
God, 
Not one is dissatisfied, not one is demented w.iWU 
the mania of owning things, 
Not one kneels to another, nor to his kind that 
lived thousands of years ago, 
Not one is respectable or unhappy over the whole 
earth. (11. 686-691) 
He recognizes that ~hey bring him 'tokens' of himself but 
hastens to suggest that this is only because he,himself, 
passed their way " ••• huge times ago ••• " (1. 695) and drop-
ped them. Then he calls attention to the fact that he did 
not stay with the animals but kept It ••• moving forward then 
and now and forever" (1. 696). And, finally, he asserts that 
he has outdistanced the animals, has outstripped their pace 
(11. 707-709). 
The poet's understanding of the perfection and equality 
of all things--together with his sympathetic feeling of kin-
ship with animal life--is the force which starts the climactic 
flow of his inner vision in section tllirty-three. The release 
I • 
of the vision is seen in: (1) Progression five, in the ca~a­
logue of experience (11. 717-797) and his identification with 
the cosmic plan, the universal (11. 798-805); (2) Progression 
six, in the lines of suffering (11. 819-958) and his identifi-
cation with suffering (11. 832, 837, 946-947); (3) Progression 
six, in the lines of sympathy (11. 959-1053) and his identifi-
cation wi th Jesus (11. 963-965), Jehovah (1. 1028), and all 
of the old religionists (11. 1029-1033). 
The vision gets under way (Sec. XXXIII) when the poet 
puts material or earthly fI ••• ties and ballasts ••• " (1. 714) 
aside and declares "I am afoot with my vision. 1I (1. 716). 
And the eighty-one lines which follow depict the inflowing 
of phenomena which makes up the 'path' the poet's mind 
travels: 
I tread day and night such roads (1. 797) 
It is, perhaps, significant that V/hitman starts the flow of 
experiential impressions "afoot" (1. 716) and, aL so, that he 
closes the eighty-one line sentence with "I tread ••• " (1. 797). 
In a symbolic sense, these terms might possibly imply a jour-
ney on foot in which the range of his vision is somewhat con-
fined. In any event, when he reaches his resolutional plateau 
(11. 798-805) he lets one know that his journey from there on 
is to be on a wider more universal range, for he is to 
••• fly those flights of a fluid and swallowing 
soul (1. 800) 
I • 
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His course is not to be confined but will run 
••• below the soundings of plummets (1. 801) 
His vision is to embrace material and irrunaterial for 
No guard can shut me off, no law prevent me (1. 803) 
In other words his vision is to penetrate not only the body 
and exterior, but the very soul of man. 
Progression six (Sections XXXIII-XLI). The flow of 
the poet's vision continues on to the catalogue of suffering 
(iLl. 819-958) where his pride in heroism and martyrdom is ac-
centuated. The third sentence of the<.'division: 31 
I understand the large hearts of heroes, 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
The disdain and calmness of martyrs (11. 822, 833) 
gives the theme or central idea for the entire list of suf-
fering. 
After describing a skipper's rescue of passengers from 
an ice-bound steamship (11. 824-830) as an exruaple of heroism 
and depicting a " ••• mother ••• condemn'd for a witch ••• " (1. 834) 
and a " ••• hounded slave that flags in the race ••. " (1. 835) 
as examples ofnmrtyr.dom, the poet identifies himself with 
suffering: 
All these I feel or am (1. 837) 
Next, he experiences vicariously the suffering of the " ••• hounded 
slave" (11. 835-646), the "mash'd fireman" (11. 847-857), and 
31 This sentence is representative of the poet's 
method of expanding a single sentence into larger units. In 
this instance the sentence (11. 822 and 833) is ~xtended and 
made into two stanzaic units (11. 822-832, 833-837). 
f ' 
the "old artillerist" (11. 858-870). 
At this point 'the poet breaks into the pattern of the 
catalogue to interpolate two historical events: the first, 
(Sec. XXXIV), refers to the massacre of Fannin and his men 
at Goliad, March 27, 183632 and serves as a good example of 
martyrdom; the second, (Sec. XXXV), an oid-time sea fight, 
probably suggested by a letter from J-ohn Paul Jones to Benjamin 
Franklin~3 depicts heroism. 
Section thirty-six describes the aftereffects of the 
sea fight. The poet's pride in heroism is overcome by the 
suffering of the wounded sailors and prisoners of the ship. 
It is significant to note that when his pride in heroism is 
overcome he is able to feel real sympathy for the sufferers. 
Ee proceeds (Sec. XAXVll) to identify himself with all suffer-
... 1 am possess'dl 
Embody all presences outlaw'd or suffering (11. 946-947) 
and even sees himself as the convict " ••• let out in the morn-
ing ••• " (1. 951), the mutineer who fI ••• walks handcuff'd to 
jail ••• " (1. 952), the fI ••• youngster taken for larceny ••• " 
(1. 954), the cholera patient who ":.~ ... lies at the last gasp ••• " 
(1. 955). 
Then, in the resolutional plateau, section thirty-eight, 
the poet is seen as reaching a climactic point of endurance 
32 Walt Whitman, edited 'with an introduction, bibliog-
raphy, and notes by ~loyd Stovall, American Book Company, New 
York, 1934, p. 458. 
33 Ibid. 
in suffering: 
Enough! enough! enough! 
Somehow I have. been stunn'd. Stand back! 
(11. 959-960) 
However, he remembers the suffering and resurrection of 
Christ (11. 963-969), reminds himself that lfCorpses rise, 
gashes heal ••• " (1. 969), and is transfigured by his feel-
ing of love and sympathy, is " ••• replenish'd with supreme 
power ••• " (1. 970). 
This power is persol1ifie'd in the It ••• friendly and 
flowing savage ••• " (Sec. XXXIX) who is, perhaps, symbolic of 
the sympathetic love which the poet now feels. He is de-
scribed as being desired wherever he goes (1. 981) and as 
having 
Behavior lawless as snow-flakes, words simple 
as grass ••• 
Slow-stepping feet, common features, COYillilOn modes 
and emanations (11. 983-984) 
The poet's feeling of power moves from the 'friendly 
and flowing' s"Jm1pathy of section thirty-nine to the more 
compelling 'superman' type in section forty where he tells 
us that his love and synwathy spread more actual warmth than 
do the rays of the sun: 
Flaunt o~ the sunshine I need not your bask--lie over! 
You light surfaces only, I force surfaces and depths 
also. (11. 987-98b) 
This arrogant suggestion that the power of his love and sym-
pathy surpasses the power of the sun makes one vlOnder, in read-
ing the following lines, if he thinks the earth is looking for 
warmth at his hands:, 
Earthl you seem to look for something at my hands, 
Say, old top-knot, what dO you want? (11. 969-990) 
The flow of his sympathetic love moves from: 
to: 
Man or woman, I might tell how I like you, but 
cannot, 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
And might tell that pining I have, that pulse 
of my nights and days. (11. 991,. 993) 
Behold, I do not give lectures or a little charity, 
When I give I give myself. (11. 994-995) 
Next, he embraces the" ~, .. ~,.ilmpQt~nt)l_'looae in the knees ••• " 
(1. 996), the "~'.'. cotton-field drudge ••• " (1. 1003), the 
tI ••• cleaner of privies ••• ft (1. 1003), the " ••• woman fit for 
conception ••• " (1. 1006): 
You can do nothing and be nothing but what I will 
infold you. (1. 1002) 
and gives hope to the dying man: 
I dilate you with tremendous breath, I buoy you 
up, 
Every room of the house do I fill with an arm'd 
force, 
Lovers of me, bafflers of graves. (11. 1014-1016) 
The " ••• magnifying and applying ••• " (1. 1026) superman 
role continues on into section forty-one where the poet iden-
tifies himself with Jehovah (1. 1028) and the leaders of the 
old religions (11. 1029-1032) and, thus, assurnes the role of 
a new 'Messiah.' He accepts the " ••• rough deific sketches ••• I' 
(1. 1036) of the past for " ••• what they are worth and not a 
cent more ••• " (1. 1033) and to " ••• fill out better in myself, 
bestowing them freely on each man and woman I see" (1. 1036). 
I • 
The sympathetic and all-inclusive sweep of his vision 
sees: the It ••• framerframing a house ••• " (1. 1037) as posses-
sing god-like qualities; the " ••• 1ads ahold of fire-engines ••• 1t 
(1. 1040) as representing the " ••• gods of antique wars ••• " 
-(1. 1040); the 1I ••• mechanic's wife with her babe at her nip-
ple interceding for every person born ••• 1t (1. 104-3) as the 
holy Mother and Child; the three farmers as 1I ••• three lusty 
angels ••• " (1. 1044); the I~ ••• snag-tooth'd hostler with red 
hair ••• Selling all he possesses~ •• to fee Imvyers for his 
brother ••• " (11. 104.5-1046) as possessing Christ-like love. 
And when his vision moves away from the consideration 
of the god-like attributes of the mixed group to a delibera-
tion of his own qualities, he finds that he, too, is waiting 
his 
" 
••• time to be one of the supremes ••• II (1 • 10.50) when he 
shall II ••• do as much good as the best ••• It (1. 10,51) • Finally, 
he reaches the climax of his vision when he declares: 
By my life-lumps! becoming already a creator, 
Putting myself here and now to the ambush'd womb 
of the shadows. (11. 10.52-10.53) 
Progression seven (Sections XLll-XLVll). In section 
forty-two the vision ends, and the poet speaks out: 
A call in the midst of the crowd, 
My own voice, orotund sweeping and final. 
(11. 10.54--10.5.5) 
Then, in his new Messiani.c role, he prepares for his parting 
address or sermon by entering what appears to be a poetic 
trance: 
My head slues .ro.und on my neck, 
Music rolls,. but not from the organ, 
Folks are around me, but they are no 
of mine. (11. 1060-l0b2) 
household 
He pictures the human spectacle of everyday living, the ever 
" ••• sobbing liquid of life ••• ft (1. 1063), the 
Many sweating, ploughing, thrashing, and then the 
chaff for payment receiving, 
A few idly owning, and they the wheat continually 
claiming. (11. 1073-1074) 
He identifies himself as one of the "citizens ll (1. 1075) of 
this kind of life, but raises the question as to the reason 
of it all: 
And what is reason? and what is love? and what 
is life? (1. 1095) 
From this point on his sermon resembles those of the 
founders of the old religions. In fact, he accepts all of 
the old priests (Sec. ]ililll) and even identifies himself as 
belonging to their 1I ••• centripetal and centrifugal gang ••• " 
(1. 1111). Then, he turns and talks " ••• like a man leaving 
charges before a journey ••• " (1. 1111), identifies himself 
with the "Down-hearted doubters dull and excluded ••• " (1. 1112), 
and aamits.thatc.he is like them for he does " ••• not know what 
is untried and afterward ••• 1t (.1. 1121). However, he hastens 
to add that he does know that whatever it is !t .• it::Lwilhl::'in 
its turn prove sufficient, and cannot fail" (1. 1122). 
Then he proceeds to an explanation (Sec. XLIV): 
It is time to explain myself--let us stand up. 
Vfuat is known I strip away, 
I launch all men and women forward with lne into 
the Unknown. (11. 1134-1136) 
I ' 
and reveals his theory of pantheistic evolution in a review 
of life which starts with the " ••• huge first Nothing ••• " 
(1. 1153) before birth: 
Before I was born out of my mother generations 
guided me, 
My embryo has never been torpid, nothing could over-
lay it. (11. 1162-1163) 
moves to his actual being: 
Now on this spot I stand with my robust soul. (1. 1169) 
his youth and manhood: 
o span of youth! ever-push'd elasticity! 
o manhood, balanced, florid and full. (11. 1170-1171) 
his old age and dying days: 
Old age superbly risingl 0 welcome, ineffable grace 
of dying days! (1. 1180) 
and the final resolutions: 
There is no stoppage and mever can be stoppage, 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
My rendezvous is appointed, it is certain, 
The Lord will be there and wait till I come on 
perfect terms... (11. 1190, 1198-1199) 
The Messiah's review of life, sectIons forty-four and 
forty-five, gives place,in section forty-six, to a depiction 
of the journey to death.· F'irst, he reconciles life and 
death: 
I know I have the best of time and space, and was 
never measured and never will be measured. (1. 1201) 
Next, he adopts the negative language of mysticism to de-
scribe the 'beyond.' For example, he describes the unknown 
journey by refusing to describe ;1A~·.at all:.34 
.34 Evelyn Underhill, tiThe Mystic as Creative Artist," 
The Essentials of M sticism and Other Essa s, J. lvl. Dent and 
Sons, Ltd., London and loronto, 1 2 , p. 2. 
I • 
Not I, not any on~ else can travel that road 
for you, 
You must travel it for yourself. (11. 1210-1211) 
and refuses to answer questions about the unknown: 
You are asking me questions and I hear you, 
I answer that I cannot answer .. you must find 
out for yourself. (11. 1223-1224) 
Then he implies that the journey to death is neverrending: 
••• after we start we never once lie by 
again (1. 1219) 
46 
and moves to a resolutional pla.teau in which man is seen as 
always progressing.. always moving forward: 
This day before dawn I ascended a hill and look'd 
at the crowded heaven, 
And I said to my spirit 'When we become the enfolders 
of those orbs, andthe pleasure and knowledge of every 
thing in them, shall we be fill'd and satisfied tllen? I 
And my spirit said 'No, we but level that lift to 
pass and continue beyond. (11. 1220-1222) 
In section forty-seven the poet teaches a message of 
self-reliance. He becomes the 1I ••• teacher of athletics ••• 1f 
(1. 1234) and declares that he who " ••• by me spreads a wider 
breast than my own proves the width of his own ••• " (1. 1235). 
He suggests that in order to understand him one should go to 
th « , h·· ht t h " (1 1253) f th If e,~.~. eJ:g s or wa er-s ore.... or e ••• near-
est gnat is an explanation ••• 1f (1. 1253). Then .. after enfold-
ing the diverse mass of out-of-door people in a list (11. 1258-
-1265) that compares with the brief enumeration set up in 
section fourteen (11. 255-258) as an introduction to the 
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catalogue or occupations, he prepares ror the rina1 rive 
sections or the Close or his poem with the all-inclusive line: 
They and all would resume what I have told them. 
(1. 1268) 
The interpretive analysis of the thought motif of the 
Prelude indicates a movement rrom general diversity, progres-
sions one and twp, to individualism, progressions three and 
four. It is evident that the c'ata1ogues--diverse life (V111-
-X111), occupations (XV), identity-sense (XV11l-XXX11)--trace 
the pattern of the climb rrom the general to the speciric. 
Then, in progressions five and six, one recognizes an apparent 
effort to tie the individual in with the masses again. This 
movement, as reflected in the catalogues of experience and 
suffering-sympathy, makes the individual akin to and part or 
the group. Then, in progression seven, the individual is 
able to speak out to the mass of mankinq (XL11-XLV11). The 
movement of the progression as viewed through the catalogues 
is from t he general lists of diversity and occupations to 
the specific catalogues of identity and sense and back again 
to the more general enumerations of experience, suffering-
sympathy. In other words, the catalogues of diversity and 
occupations allow no identity to the individual. He is lost 
in the general pattern, the mass of mankind. But, in the 




accorded his identity. However, he loses this identity 
again in the catalogues of experience, suffering-sympathy, 
where he merges his own personality with that of his brotherB. 
A glance at Charts 111 and lV, pages 19-22, shows that 
a certain balance exists between progressions one and six, 
two and five, three and fouro 
Progressions one and six,'. Progression one is built 
around a non-experiential catalogue of separate pictures of 
diverse life in which the poet is only an onlooker while 
progression six centers around an experiential catalogue in 
which the poet suffers and sympathizes with mankind. The 
,points of contrast are: (1) seeing, progression one, and 
feeling, progression six; (2) stanzaic catalogue forms; 
(3) character of non-experience, progression one, and of ex-
perience, progression six. 
Progressions two and five. In both progressions there 
is, first of all, a recognition of man's kinship with animal 
life (11. 249-252, 684-693). li'ollowine this recognition 
the poet moves into the long verse catalogues. The points 
of balance are seen in: (1) identification with animal life; 
(2) long verse catalogue forms; (3) identification with the 







Progressions three and four. Progressions three aud 
four make up the middle ground, the half-way mark, and are 
presented in a loose quasi-entunerative style which strikes a 
chord of kinship with the long catalogues of the other pro-
gressions. Both climbs stress the individual as the hub of 
the univel'se. The 'I am' catalogue of identity, progression 
three, praises the individual, makes him supreme. However, 
this same individual is overcome by his emotions in the 
catalogue of senses, progressio~ four. The two middle pro-
gressions tally as to: (1) stress on the individual, on 'I'; 
(2) loose catalogue forms; (3) man's supremacy, progression 
three, and man overcome by his emotions, progression four. 
In looking back over the pattern of the structural 
arrangement of the Prelude one cannot help but notice and 
feel the significance of the important part played therein 
by the catalogue. Close observation of the charts of pro-
gressions on pages 19-23 reveals that the structural pattern 
of the Prelude is based upon a systematic balance of cata-
logue forms. The following chart puts emphasis upon the 





A STRUCTURAL OUTLINE OF THE CATALOGUES 
PRELUDE 
A. THROWING OUT OF IDEAS: 
1. Catalogue of diverse life (VIII-XIII) 
2. Catalogue of occupations (XV) 
3. Catalogue of identity, 'I am' \,x.x.~1:LL.}!) 
4. Catalogue of senses (XXIV-XYJ~ll) 
5. Catalogue of experience (XXXIII) 
6. Catalogue of suffering-syrapathy (XXXIII-XLI) 
B. DHAWING IN, IvIAKING OF RESOLUTIONS: 
7. Sermon, words of teacher (XLII-XLVll)35 
The over-all conclusion concerning the Prelude indicates 
that the progressional climb is based, both in form and 
thought, upon the catalogues. 




The Close (XIVIII-Lll) 
The Close of the IISong of Myself," the final five 
sections, is a brief though effective summary of the main 
thoughts expressed in the forty-two sections of the Prelude. 
In this portion of the song i'V'hi tman finds he has filled the 
past and present and must face the future. The prospect of 
death draws from him a last-will-and-testament tone. 
The resolutions arrived .at in sections forty-eight and 
forty-nine are based upon past and present experience and 
build up to the presentation of the climactic question and 
explanation in section fifty, while the final words of fare-
well in sections fifty-one and fifty-two look to the future 
and move away from the climax. The summarial resolutions of 
sections forty-eight and forty-nine, based on past and present 
eXperience, force the question and explanation in section fifty; 
the concluding sections, fifty-one and fifty-two, look to the 
future, the unknown. 'llhe movement of the final five sections 
is from the past and present, the known, sections forty-eight 
and forty-nine, to the future, the unknown, sections fifty-





STRUCTURAL ARRANGEMENT OF THE FIVE SECTIONS 
OF THE CLOSE 
Sections 48-49: Knovnl •.• Past ••• Present 
Section 50: Present 
Sections 51-52: Present ••• Future •.. Unknown 
The main purpose of the five concluding sections is, 
like the whole "Song of Myself," a refutation of death. First, 
in section forty-eight, Whitman reviews all of the main tenets 
of his philosophy. The lines are in summary address form and 
are directed toward mankind: (1) The body and soul are equal: 
I have said that the soul is not more than the 
body, 
And I have said that the body is not more than 
the soul (11. 126'1-70) 
(2) Man is a complete and perfect system in the cosmic scheme 
and is divine: 
And nothing, not God, is greater to one than one's 
self is (1. 1271) 
(3) Sympathy is the bond of love and understanding that sus-
tains life: 
And whoever walks a furlong without sympathy walks 
to his own funeral drest in his shroud (1. 1272) 
(4) Nature is available to all men: 
And I or you pocketless of a dime may purchase the 
pick of the earth (1. 1273) 
(5) All objects are equally perfect and are miracles: 
And to glance with an eye or show a bean in its 
pod confounds the learning of all times (1.1274) 
(6) Heroes are found in all occupations: 
And there is no trade or employment but the young 
man following it may become a hero (1. 1275) 
(7) Every object contains within itself the secret of its 
being: 
And there is no object so soft but it makes a hub 
for the wheel'd universe (1. 1276) 
Then the poet insists that man " ••• Be not curious about 
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God • .• If (1. 1278) and states that no " •.• array of ter.{Jls can 
say how much I am at peace about God and about death" (1. 12(0). 
Section forty-nine is addressed to death: 
And as to you Death, and you bitter hug of mortality, 
it is idle to try to alarm me.(l. 1209) 
and further accentuates the author's refusal to consider 
death except as a part of life. Life becomes only the JI ••• l eav-
ings of many deaths ••• " (1. 1297). 
Section fifty moves away from this consideration of 
life and death to an understanding of the divine plan and 
gives a climactic expression of faith: 
It is not chaos or death--it is form, union, plan--
it is eternal life--it is Happiness. (1. 1318) 
, n 
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The two final sec.·tions, in descending form, move away 
from the climax and stray into the unknown, the future. Sec-
tion fifty serves as a sort of transitional link between the 
past and the present, sections forty-eight and forty-nine, 
and the present and future, sections fifty-one and fifty-two. 
The known part of life, the past and present, is linked up 
with the future, the unlmown part of life, by the simple ex-
pression of faith (1. 1318) which does not condone any thought 
of death or finality. 
The past and present (life) begin to fade (Sec. Ll), 
and the poet turns to embrace the future (death): 
The past and present wilt--I have fill'd them, 
emptied them, 
And proceed to fill my next fold of the future. 
(11. 1319-1320) 
However, before he departs, the poet makes one last effort 
to secure a final explanation: 
Listener up therel what have you to confide to me? 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
Will you speak before I am gone"? will you prove 
already too late? (11. 1321, 1330) 
The questions are unanswered, and the poet proceeds, 
section fifty-two, to an acceptance of what he does not un-
derstand. Finally, he recognizes dissolution or a return to 
the elements as a necessary step toward any future existence 
and hints at living again in some unsuspected form: 
I bequeath myself to the dirt to grow from the 
grass I love, 
If you want me again look for me under your 
boot;;"soles. 
( 
You will hardly know who I am or what I mean, 
But I shall be good health to you nevertheless, 
And filter and fibre your blood. 
Failing to fetch me at first keep encouraged, 
Hissing me one place search another, 
I stop som.ewhere waiting for you. (11. 1339-1346) 
Thus, the concluding five sections of the "Song of 
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Myself" fall into a neat pattern of thought which allows no 
admission of death. 
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Conclusion to Part One 
The first step in ascribing a structural design to 
the "Song of Myselfll was a general attempt to put the poet's 
thoughts in order. However, in fitting his thought pattern 
into the three divisions suggested by Plato--beginning, mid-
dle, end--one found it to be the basis of an inherent struc-
tural plan, the three divisions of which--Introduction (I-V), 
Prelude (VI-XlVII), Close (XLVIII-Lll)--were found to be 
related one to another. That i's, the thought threads of the 
Introduction moved into the Prelude, where t~y were greatly 
distended and, from there, into the Close, where they were 
reduced to slllnmary form in specific statements. The 
Introduction, an;.., effective sunnnary of the contents of the 
whole poem, charted the course of the movement and contained, 
within itself, all of the elements of a complete "Song of 
Myself" in five sections. The Prelude was an enlarged ex-
pansion of the Introduction and revealed a step-by step pro-
gressional climb, based upon a methodical counterbalance of 
resolutional and catalogue forms. The Close, in s~~ary 
style, pulled together all of the ideas expressed in the 
Prelude, and reduced them to concise resolutions. 
Both the Introduction and the Close had certain fea-
tures in common which tended to effect a balance between 
them. For instance, as to form, both of these divisions 
were: (1) comprised of five sections each; (2) presented 
( 
. . 
in quasi summary form. And, as to thought, they both re-
flected a repudiation of degth except as a part of life. 
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The part in between the beginning and end--the middle 
portion or Prelude--reflected a progressional movement the 
inherent pattern of which was based upon the:,Systematic 
balance of catalogue forms. This middle portion used the 
Introduction as a starting point and the Close as an area of 
return. 
The three divisions of the study were found to be re-
lated one to the other. Also, these divisions divulged the 
author's approach to presenting his thoughts and feeling in 
an orderly fashion. Thus, the general thesis of Part One, 









The catalogue is given its place in the general struc-
tural pattern of the "Song of IVlyself lt due to the repeated 
stress on accumulative lists in the Prelude, Part One. 
Vihitman's tendency to use catalogues, particularly the long 
ones, has drawn forth much unfavorable criticism. A brief 
cross-section of such censure follows: 
••• the usual tedious style of enumeration ••• the 
usual auctioneer's catalogue ••• l 
••• the Whitman catalogues do not fuse into a splen-
did unity; they rerrlai!l heterogeneous .... they do not 
persuade emotionally • 
••• the tangible matter often chokes the imaginative 
flood; there are too many logs in the stre~a ••• 3 
••• Provocatively incomplete ••• 4 
The trouble with Ivhitman's agglutinative or cata-
logue method is not that he makes catalogues, but that 
the enmllerated objects remain inert objects merely. He 
is often like a yardman coupling parlor-cars whos~ names 
are rich in individual associations--Malvolio, Manitoba, 
Mazzini ••• But however excitedly these names ~re 
ejaculated, this does not start the train ••• 
1 James Cappon, liThe Tradition of Emerson and Whitman 
in American Literature," Bliss Carman, Louis Carrier and Alan 
late's,Inc., New York, 1930, p. 292. 
2 Donald Davidson, "Regionalism in American Literature," 
The lunerican Review, April, 1935, 5:51. 
3 Bliss Perry 1 Vial t Villi tman, Houghton Mifflin Company, 
New York, 1906, p. 30b. 
4 Conrad Aiken, Scepticisms, Alfred A. Knopf, New 
York, 1919, p. 85. 
5 Perry, Ope cit., p. 306. 
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••• lone catalogues are held together by a weak sys-
tem of monotonous alliteration, or rhytl~ic similarity.6 
The catalogues! It is easy enough to say that at 
the end one becomes the 'lunatiA carried at last to 
the asylum, a confirm'd case'l { 
••• this madness ••• 8 
Wli.itman's catalogues would be even worse than they 
are had they been written as conscientiously in heroic 
couplet.9 
Ties up the brain. lO 
••• a thousand of brick ••• ll 
•.• an auctioneer's inventory of a warehouse ••• 12 
••• this pell-mell of na..'1les and things ••• 13 
It was so easy ••• composing as he was ••• to ••• stack 
one briclc en top of another, until he had tired him-
self out.ly.. 
6 Henry Seidel Canby, Walt Whitman, an American, 
Houghton Mifflin Company, Boston, 1943, p. 323. 
7 James Oppenheim, IIWhitman," American Writers on 
American Literature, Horace Liveright, Inc., New York, 




Aiken, OPe cit., p. 86. 
Oppenheim, OPe cit., p. 259. 
11 Richard Maurice Bucke, Vialt Whitman, 
Philadelphia, 1883, p. 143. 
David McKay, 
12 l£m.ory Holloway, 'ivaI t Whitman: an Interpretation in 
Narrative, Alfred A~ Knopf, New York, 1926, p. 136. 
13 Carleton Noyes, An Approach to Walt vVhitman, Houghton 
Mifflin Company, New York, 1910, p. 70. 
14 Gay Wilson Allen, American. Prosoqy, American Book 
Company, New York, 1935, p. 240. 
( 
••• accumulative directory of' details ••• 15 
••• those grotesque Gargantuan enumerations ••• 16 
His enumerations ••• are rank with the odours of' 
f'lesh ••• 17 
••• the list with its haphazard items ••• 18 
••• the ma~er~als ••• !~e gathered without the 
selective pr1nc1ple ••• ~ 
However, this inclination on Whitman's part to use 
the cumulative list is only his expression of a trend that 
has moved through a number of' p'ieces of' great literature. 
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Some very good illustrations of' this trend to catalogue are 
f'ound in: (1) Homer's Iliad (11:494-876) where the catalogue 
of ships enumerates both sides of' the f'orces that fought at 
Troy; (2) all f'our books of Virgil's Georgics. (~his, the 
most caref'ully f'inished production of Roman literature,20 
is an almanac-like agricultural catalogue.); (3) the gen-
ealogies of' the Bible; (4) :F'rancois Rabelais' The Inestimabl~ 
Lif'e of' the Great Gargantua, chapter eight, the catalogue 
edited 
15 The Library of Literary Criticism 1691-190~, 
bye. W. Moulton,.New York, 1935, 8:151. 
16 Cappon, OPe cit., p. 272. 
17 Ibid. 
18 Basil De Selincourt, Wal tVwhi tman: a Critical Study, 
Martin Secker, London, 1914, pp. 146-147. 
19 Carl F. Strauch, tiThe Structure of' Walt Whitman's 
'Song of' Myself',,11 English Journal, September, 1938, 27:606. 
20 Virgil. H. Rushton Fairclough, t:vanslator. George 
Putnam's Sons, New York, 1932, Vol. 1, p. viii of' Introduction. 
of wearing apparel; (5) Edmund Spenser's Faerie Queene 
(Canto 1, stanzas VII1-IX), the catalogue of trees; (6) all 
of the works of Thomas 'vlolfe (example: the catalogue of 
historical events, Look Homeward, Angel, chapter IV); (7)all 
of the works of Carl Sandburg (example: the catalogue of 
heroes in the poem, tlGood Morning, America," stanza 5). 
Yet, regardless of the fact that the cumulative list 
has been used to advantage in the works of other well-known 
authors, the Whitman catalogue continues to pull down more 
than its just share of condemnation. Despite the volume of 
such criticism, however, there has been very little sincere 
effort to explain the enumerative lists. The guestion is 
why the catalogue--the thing the critics bemoan as an apparent 
weakness--is so prominent in the poem. Perhaps, the answer 
is that it is the very detail 'that holds the "Song of Myself" 
together. 
Mattie Swayne, in her study of Whitman's catalogue 
method, lends emphasis to this idea when she asserts that 
the catalogue is a permanent and deliberate feature of the 
poet's art. 21 And, in developing her claim, she recognizes 
no difference in the catalogue forms other tl1an the degree 
of elaboration or expansion of the items listed. 22 This 
21 Mattie Swayne, "Vilhitmants Catalogue Rhetoric," 
University of Texas Studies in English, July, 1941, number 
4126, pp. 162-163. 
22 Ibid., p. 170. 
idea of elaboration i~ s.een as a possible explanation of the 
two kinds of catalogues we are to study: (1) the simple 
verse catalogue; (2) the stanzaic catalogue, an amplifica-
tion of the simple verse unit. I shall attempt demonstra-
tions to point up (1) the stanzaic catalogue as an outgrowth 
of the simple verse form and, in its turn, (2) the simple 
list as the basic pattern of the poem. Also, an effort will 
be made to show that the verse catalogue results from the 
poet's concentration on words and phrases. 
A careful check of the 1346 lines of the I1Song of 
Myself tt shows that 879 of them are in various catalogue 
forms. This figure represents more than three-fifths of the 
total lines of the poem and, for this reason, helps to em-
phasize the general thesis that the catalogue may be the 
basis of the "Song of Myself." However, a breakdown of the 
879 lines reveals the following distribution: (1) 328'lines 
in regular stanzaic catalogues; (2) 348 lines in quasi-
stanzaic catalogues;23 and (3) 203 lines in simple verse 
forms. The stanzaic forms combine to make a total of 676 
lines as against the 203 lines of simple verse. This fact, 
that the stanzaic lines outnumber the verse forms three to 
one, helps to accentuate the verse catalogue as the basis 
for the structural pattern of the stanzaic catalogue. 
23 Quasi- stanzaic catalogues are made up of groups 
of pictures, loosely constructed and without any apparent 
plan at exact enumeration. Their rambling structure is 
what differentiates them from the more regular stanzaic 
lists. Examples are: catalogue of identity (11. 361-496); 
catalogue of senses (11. 497-709); words of teacher (11. 1054-
,;;':iZ68} ~ • 
The Long Catalogues 
In a general overview of the long catalogues one 
notes an effectual balance. The stanzaic catalogue of 
diverse life and the verse catalogue of occupations occur 
in the first part of the song while the verse catalogue of 
lingl experience and the stanzaic catalogue of suffering-
sympathy occur in the latter part of the poem. The stanzaic 
catalogue of diverse life, coming first, is balanced off by 
the stanzaic catalogue of suffering-sympathy, coming last. 
In between, the verse catalogue of occupations is balanced 
off by the verse catalogue of lingl experience. The follow-
ing outline reveals the pattern of balance between the long 
catalogues of the first and last parts of the poem. 
CHART Vlll 
STRUCTURAL BALANCE BETWEEN TF..E LONG CATALOGUES OF 
THE FIRST AND LAST PART OF TF..E POEM 
1. Stanzaic-----Diverse life (11. 148-241) 
4· 
2. Verse-----Occupations (11. 264-354) 
3. Verse-----Experience (11. 717-797) 
Stanzaic-----Suffering-s~npathy (11. 806-958, 
976-1036) 
(There is also a balance between the intermingling of stanzaic 
and verse forms in lines 242-263 and 1037-1053. These lines 
represent a mixed-type catalogue.) 
"( 
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Any introduction ~o the study of the long catalogues 
demands, first of all, an exemplification of the different 
types of catalogues. Illustration A, which follows, is made 
up of five verses, and each line draws a separate and distinct 
picture. These five verses, considered together, make up one 
verse catalogue or an accumulative list of separate pictures 
in verse form. Illustration B is made up of five stanzas of 
two or more verses each, and each stanza presents one single 
picture. The five stanzas, considered as a unit, make up a 
stanzaic catalogue or, in other words, an accwnulative list 
of separate pictures in stanzaic form. Illustration C is 
made up of eleven different pictures. The five verses and 
six stanzas, considered as a whole, make up a mixed verse-
stanzaic unit, an accumulative list of separate pictures 
in mixed verse-stanza form. 
For the purpose of effective demonstration the sepa-
rate pictures will be numbered according to their respective 
places in the body of the poem. 





The pure contralto sings in the organ loft, (1. 264) 
27. 
The carpenter dresses his plank, the tongue of his 
foreplane whistles its wild ascending lisp, (1. 265) 
28. 
The married and unmarried children ride home to 
their Thanksgiving dinner. (1. 266) 
29'. 
The pilot seizes the king-pin, he heaves down with 
a strong arm, (1. 267) 
30. 
The mate stands braced in the whale-boat, lance 
and harpoon are ready, (1. 268) 
ILLUSTRATION B: STANZAIC 
10. 
The runaway slave crune to my house and stopt outside, 
I heard his motions crackling the twigs of the wood-
pile, 
Through the swung half-door of the kitchen I saw him 
limpsy and weak, 
And went where he ,sat Gn a log and led him in and as-
sured him, 
And bronght water 'and fill1d a tub for his sweated 
body and bruis'd feet, 
And gave him a room that enter'd from my own, and 
gave him some coarse clean clothes, 
And remember perfectly well his revolving eyes and 
his awkwardness, 
And remember putting plasters on the galls of his 
neck and ankles; 
He staid with me a week before he was recuperated 
and pass'd north, 
I had him sit next me at table, my fire-lock lean'd 
in the corner. (11. 189-198) 
( 
11. 
The young men float on their backs, their white 
bellies bulge to the sun, they do not ask who seizes 
fast to them, 
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They do not know who puffs and declines with pendant 
and bending arch, 
They do not think whom they souse with spray. 
(11. 214-216) 
12. 
The butcher-boy puts off his killing-clothes, or 
sharpens his knife at the stall in the market, 
I loiter enjoying his re~artee and his shuffle 
and breakdown. (11. 21.. 7-218.) 
13. 
Blacksmiths, with grimed and hairy chests environ 
the anvil, 
Each has his main-sledge, they are all out, there is 
a great heat in the fire. 
From t he cinder-strew'd threshold I follow their 
movements, 
The lithe sheer of their waists plays even with 
their massive arms, 
Overhand the hammers swing, overhand so slow, over-
hand so sure, 
They do not hasten, each man hits in his place. 
, (11. 219-224) 
The negro holds firmly the reins of his four 
horses, the block swags underneath on its tied-over 
chain, 
The negro that drives the long dray of the stone-
yard, steady and tall he stands pois'd on one leg on 
the string-piece, 
His blue shirt exposes his ample neck and breast 
and loosens -over his hip-band, 
His glance is calm and commanding, he tosses the 
slouch of his hat away from his forehead, 
The sun falls on his crispy hair and mustache, falls 




ILLUSTRATIOl~ C: MIXED STANZA-VERSE 
15. 
Oxen that rattle the yoke and chain or halt inthe 
leafy shade, what is that you express in your eyes'? 
It seems to me more than all the print I have read 
in my life. (11. 235-236) 
16. 
My tread scares the wood-drake and wood-duck on my 
distant and day-long ramble, 
They rise together, they slowly circle around. 
I believe in those wing'd purposes, 
And acknowledge red, yel.low, white~ playing wi thin me, 
And consider green and Violet and the tufted crown 
intentional. (11. 237-241) 
17. 
And do not call the tortoise unworthy because she is 
.not some thing e1 se, ( 1. 242 ) 
16. 
And the jay in the woods never studied the gamut, yet 
trills pretty well to me, (1. 243) 
And the look of the bay mare shames silliness out 
of me. (1. ~) 
20. 
The wild gander leads his flock through the cool night, 
'Ya-honk t he says, and sounds it down to me like an 
invitation, 
The pert may suppose it meaningless, but I listening 
close, 
Find its:purpose and place up there toward the wintry 
sky. (11. 245-248) 
21. 
The sharp-hoof1d moose of the north, the cat onthe 
house-sill, the chickadee, the prairie-dog, (1. 249) 
22. 
The litter of the grunting SOil as they tug at her 
teats, (1. 250) 
, ' 
23. 
The brood of the turkey-hen and she with her half-
spread wings, 
I see in them and myself the same old law. 
(11. 251-252) 
24. 
I am enamourfd of growing out-doors, 
Of men that live among cattle or taste of the 
ocean or woods, 
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Of the builders and steerers of ships and the 
wielders of axes and mauls, and the drivers of horses, 
I can eat and sleep with them week in and week out. 
(11. 255-258) 
vv.hat is commonest, cheapest, nearest, easiest, 
is Me, 
Me going in for my chances, spending for vast 
returns, 
Adorning myself to bestow myself on the first that 
will take me, 
Not asking the sky to come down to my good will, 
Scattering it freely forever. (11. 259-263) 
stanzaic. and Verse Catalogues 
First study: 
The relationship between the two long catalogues 
of the first part of the poem--the stanzaic list of diverse 
life (11. 148-241) and the verse occupational catalogue 
(11. 264-354)--is to be seen in a pattern of simple expan-
sion of single verses into stanzas of two or more lines each. 
A close study of illustr.ations A and B (pp. 65-66),.; 
taken from the catalogues of occupations and of diverse 
life respectively, enables one to see that it would have 
been comparatively easy for Wbitman to have developed each 
of the five verses of the first illustration into a stanzaic 
picture of two or more lines and, in this manner, to have 
made his "Song of Myself" of much greater length. Because 
the five stanzaic pictures, Illustration B, precede the five 
verse pictures of Illustration A in the body of the poem, 
the necessary n~terial for a demonstration is at hand. If 
one takes the pertinent line (underscored) of each stanzaic 
picture and puts it in its proper place before the five 
verse pictures, the result becomes a fairly representative 
V.'hi tman verse aatalogue: 
The runaway slave came to my house and stopt out-
side, 
The young men float on their backs, their white 
bellies bulge to the sun, 
The butcher-boy puts off his killing-clothes, or 
sharpens his knife at the stall in the market, 
Blacksmiths, with grimed and hairy ohests environ 
the anvil, 
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The negro holds firmly the reins of his four horses, 
the block swags underneath its tied-over chain, 
The pure contralto sings in the organ loft, 
The carpenter dresseshis plank, the tongue of his 
foreplane whistles its high ascending lisp, 
The married and unmarried children ride home to 
their Thanksgiving dinner, 
The pilot seizes the king-pin, he heaves down with 
a strong arm, . 
The mate stands braced in the whaleboat, lance and 
harpoon are ready, 
These lines help to emphasize a certain relation-
ship between the stanzaic catalogue of diversity (11. 148-
-2L~1) and the verse catalogue of' occupations (11. 26L~-354). 
It is also possible, in the same manner of the above demon-
stration, to take relevant lines (underscored) of each of 
the first nine stanzaic ,pictures of the catalogue of diverse 
life: 
1. 
The little one sleeps in its cradle, 
I lift the gauze and look a long time, and silently 
brush away flies with my .nand. (11. 148-149) 
2. 
The youngster andthe red-faced girl turn aside up 
the bushy hill, 
I peeringly view them from the top. (11. 150-151) 
The suicide sprawls on the bloody floor of the 
bedroom, 
I witness the corpse with its dabbled hair, I note 
where the pistol has fal16 n. (11. 152-153) 
The blab of the pave, tires of carts, sluff of boot-
soles, talk of the promenadors, 
The heavy omnibus, the driver with his interrogating 
thumb, the clank of the shod horses on the granite floor, 





The hurrahs for popular favorites, the fury of rous1d 
mobs, , 
The flap of the curtain'd litter, a sick man inside 
borne to the hospital, 
The meeting of enemies, the sudden oath, the blows 
and fall, 
The excited crowd, the policeman with his star quick-
ly working his passage to the centre of the crowd, 
The impassive stones that receive and return so 
many echoes, 
V~llat groans of over-fed or half-starv' d who fall 
sunstruck or in fits, 
vVhat exclamations of women taken suddenly who hurry 
home and give birth to babes, 
What living and buried speech is always vibrating 
here, what howls restrain'4 by decorum, 
Arrests of criminals, slights, adulterous offers 5 
made, acceptance, rejections with convex lips, 
I mind them or the show or resonance of them--I come 
and I depart. (11. 154-166) 
5. 
The big doors of the country barn stand open and 
ready, 
The dried grass of the harvest-time loads the slow-
drawn wagon, 
The clear light plays on t he brown gray and green 
intertinged, 
The armfuls are pack'd to the sagging mow. 
I am there, I help, I came stretch1d atop of the load, 
I felt its soft jolts, one leg reclined on the other, 
I jump from the cross-beams and seize the clover and 
timothy, 
And roll head over heels and tangle my hair full of 
wi sp s • ( 11. 167 -1 74) 
6. 
Alone far in the wilds and mountains I hun~, 
Wandering amazed at my own lightness and glee, 
In the late afternoon choosing a safe spot to pass 
the night, 
Kindling a fire and broiling the fresh-kill'd game, 
Falling asleep on the gather'd leaves with my dog 
and my gun by my side. (11. 175-179) 
( 
The Yankee clipper is under her sky-sails, she 
cuts the sparkle and scud, 
My eyes settle the land, I bend at her proVi or 
shout joyously from the deck. (11. IbO-181) 
8. 
The boatmen and clam-diggers arose early and 
stopt for me, 
I tuck1d my trowser-ends in my boots and went and 
had a good time, 
You should have been with us that day round the 
chowder-kettle. (11. 182-184) 
9.: 
I saw the marriage of the trapper in the open air 
in the far west, the bride was a red.girl, 
Her father and his friends sat near cross-legged 
and dumbly smoking, they had moccasins to their 
feet and large thick blankets hanging from their 
shoulders, 
On a bank lounged the trapper, he was drest mostly 
in skins, his luxuriant beard and curls protected his 
neck, he held his bride by the hand, 
She had long eyelashes, her head was bare, her 
coarse straight locks descended upon her voluptuous 
limbs and reach'd to her feet. (11. 195-188) 
as well as certain lines from the mixed stanzaic-verse 
portion, Illustration c: 
Oxen that rattle the yoke 
what is that ou 
seems ,t.o'.'me more than 




My tread scares the wood-drake and wood-duck on my 
distant and day-long ramble, 
They rise together, they slowly circle around. 
I believe in those wing1d purposes, 
And acknowledge red, yellow, white, playing wi thin me, 
And consider green and violet and the tufted crown 
intentional. (11. 237-241) 
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17. 
And do not unworth because she is 
not somethlng else, 
18. 
And the a in the woods never the amut, 
yet trllls pretty well to me, 
19., 
And the look of the bay mare shames silliness out 
of me. (1. 244) 
20~ 
The wild gander leads his flock through the cool 
night, 
rYa-honk' he says, and sounds it down to me like 
an invitation, 
The pert may suppose it meaningless, but I lis-
t:ening close, 
Find its purpose and place up theretoward the 
wintry sky. (ll. 245-248) 
21. 
The shaI'J(-hoofrd moose of the north f the cat on the house-slll, the chickadee; the pralrie-dog, (i. 249) 
22. 
The litter of the grunting sow as they tug at her 
teats, (1. 250) 
23. 
The brood of the turkey-hen and she with her half-
spread wings, 
I see in them and myself the same old law. (ll. 251-252) 
I am enamourrd of growing out-doors, 
Of men that live among cattle or taste of the ocean 
or woods, 
Of the builders and 
of axes and mauls, and 
I can eat and sleep 
steerers of ships and the wielders 
the drivers of horses, 






What is cornmonest, cheapest, nearest, easiest, 
is Me, 
Me going in ror my chances, spending ror vast returns, 
Adorning myselr to bestow myself on the first that 
will take me, 
Not asking the sky to come down to my good will, 
Scattering it freely forever. (11. 259-263) 
and insert them into their respective places as regards the 
above representative catalogue (pp. 69-70) • Pictures one 
to nine precede the first rive lines and pictures rifteen 
to twenty-five precede the fin~l five lines of the conjec-
















The little one sleeps in its cradle, 
The youngster and the red-faced girl turn 
aside up the bushy hill, 
The suicide sprawls on the bloody floor of 
the bedroom, 
I mind them or the show or resonance or them, 
The big doors or the country barn stand open 
and ready, . 
Alone in the far wilds and mountains I hunt, 
The Yankee clipper is under her sky-sails, 
she cuts the sparkle and scud, 
The boatmen and clam~diggers arose early and 
stopt for me, 
I saw the marriage or the trapper in the open 
air in the far west, the bride was a red,girl, 
The runaway slave came to my house and stopt 
outside, 
The young men float on their backs, their 
white bellies bulge to the sun, 
The butcher-boy puts off his killing-clothes, 
or sharpens his knife at the stall in the market, 
Blacksmits, with grimed and hairy chests 
environ the anvil, 
The ~ holds firmly the reins of his four 
horses, the blo.ck swags underneath on its tied-
over chain, 
Oxen that rattle the yoke and chain or halt 






















My tread scares the wood-drake and the wood-
duck on my distant and day-long ramble, 
And do· not call the tortoise unworthy be-
cause she is not something else, 
And the jay in the woods never studied the 
gamut, yet trills pretty well to me, 
And the look of the bay mare shames silliness 
out of me, 
The wild gander leads his flock through the 
cool night, 
The sharp-hoof' d moose of t he north, the 
cat on the house-sill, the chickadee, the 
prairie-dog, 
The litter of the grunting sow as they tug 
at her teats, 
The brood of the turkey-hen and she with her 
half-spread wings, : 
I am enamour'd of growing out-doors, 
W1lat is commonest, cheapest, nearest, easiest, 
is Me. 
The pure contralto sings in the organ loft, 
The carpenter dresses his plank, the tongue 
of his foreplane whistles its wild ascending lisp, 
The married and unmarried children ride home 
to their Thanksgiving diru~er, 
The pilot seizes the king-pin, he heaves dOVIn 
with a strong arm, 
The mate stands braced in the whale boat, 
lance and harpoon are ready, 
A certain synthesis and kinship between the stanzaic 
list of diverse life and the verse list of occupations is 
now established, and it is in order to turn to a considera-
tion of the verse-experiential and the stanzaic-suffering-
sympathy catalogues of the latter portion of the poem. 
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Second study: 
The relationship between the verse catalogue of 
experience (11. 719-797) and the stanzaic catalogue of suf-
fering-sympathy (11. 806-958, 976-1053) is to be seen in 
three patterns: (1) change from ring' verbal expression 
(11. 717-790) to direct statement (11. 797-1025); (2)change 
from direct statement (11. 797-1025) back to ring' verbal 
expression (11. 1026-1053); (3) final intermingling of both 
verse and stanzaic pictures (11:'. 1037-1053). 
(1) First pattern: 
It will be recalled that the subject of the eighty-
one line experiential list is found in the final line: 
I tread day and night such roads. (1. 797) 
The direct statement, 'I tread,' is a move away from the ling' 
experiential pattern of the foregoing eighty lines. It sets 
in motion a new statement of activity which is discernible 
in the catalogue of suffering and sylflpathy. For demonstra-
tive purposes the following are quoted: (1) the seven con-
cluding lines of the verse-experiential catalogue (11. 791-797); 
(2) four stanzas from the interpolated plateau found in lines 
798-805; (3) seven stanzaic pictures from the catalogue of 
suffering; (4) four verses from the interpolated plateau 





(1) Speeding, through space, speeding through 
heaven and the stars, , 
Speeding amid the seven satellites and the 
broad ring, and the diameter of eighty thousand 
miles, 
Speeding with tailtd meteors, throwing fire-
balls like the rest, 
Carrying the crescent child that carries its 
own full mother in its belly, 
Storming, enjoying, planning, loving, 
cautioning, 
Backing and filling, appearing and disap-
pearing, 
I tread day and night such roads. (11. 791-797) 
(2) I visit the or~!hards of spheres and look at 
the product, 
And look at quintillions ripentd and look at 
quintillions green, , 
I fly those flights of a fluid and swallowing 
soul, 
~y course runs below the soundings of plum-
mets. 
I help myself to material and i~ilaterial, 
No guard can shut me off, no law prevent me. 
I anchor my ship for a little while only, 
My messengers continually cruise away or 
bring their returns to me. (11. 798-805) 
(3) I go hunting polar furs and the seal, leap-
ing chasms with a pike-pointed staff, clinging 
to topples of brittle and blue. 
I ascend to the foretruck, 
I take my plade late at night in the crowts-
nest, 
We sail the arctic sea, it is plenty light 
enough, 
Through the clear atmosphere I stretch around 
on the wonderful beauty, 
The enormous masses of ice pass me and I pass 
them, the scenery is plain in all directions, 
The white-topt mountains show in the distance, 
I fling out my fancies toward them, 
\Ve are approaching some great battle-field 




We pass the colossal outposts of the en-
campment, we pass with still feet and cautiori, 
Or we are entering by the suburbs some vast 
and ruin'd city, 
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The blocks and fallen architecture more than 
all the living cities of the globe. (.11. 806-816) 
I am a free companion, I bivouac by invading 
watchfires, 
I turn the bridegroom out of bed and stay Witll 
the bride myself, 
I tighten her all night to my thighs and lips. 
My voice is the wife's voice, the screech by 
the rail of the stairs, 
They fetch my man's body up dripping and 
drown'd. (11. 817-:821.) 
I understand the large hearts of heroes, 
The courage of present times and of all times, 
How the skipper saw the crowded and rudderless 
wreck of the steam-ship, and Death chasing it up 
and down the storm, 
How he knuckled tight and gave not'.back an inch, 
and was faithful of days and of nights, 
And chalktd in large letters on a board, tBe of 
good cheer, we will not desert you;' 
How he followed with them and tacktd with them 
for three days and would not give it up, 
How he saved the drifting company at last, 
How the loose-gowntd women looktd when boated 
from the side of their prepared graves, 
How the silent old-faced infants and the lifted 
sick, and the sharp-lipptd unshaved men; 
All this I swallow, it tastes good, I like it 
well, it becomes mine, 
I am the man, I suffertd, I was there. 
The disdain and oalmness of martyrs, 
The mother of old, condemntd for a witch, burnt 
vdth dry wood, her children gazing on. (11. 822-834) 
I am the hounded slave, I wince at the bite of 
the· dogs, 
Hell and despair are upon me, crack and again 
crack the marksmen, 
I clutch at the rails of the fence, my gore 
dribs, thinn'd with the ooze of my skin, 
I fallon the weeds and stones, 
The riders spur their unwilling horses, haul 
close, 
Taunt my dizzy ears and beat me vioiliently over 
the head with whip-stocks. (11. 838-843) 
.. 
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Agonies are one of my changes of garments, 
I do not ask the wounded person how he feels, 
I myself become the wounded person, 
My hurts turn livid uv~n me as I lean on a 
cane and observe. (11. 844-846) 
I am the mash'd fireman with breast-bone 
broken, 
Tumbling walls buried me in their debris, 
Heat and smoke I inspired, I heard the yelli:r:g 
shouts of my comrades, 
I heard the distant click of their picks and 
shovels, 
They have clear'd the beams away, they tenderly 
lift me forth. (11. 847-851) 
I am an old artillerest, I tell of my fort's 
bombardment, 
I am there again. (11. 858-859) 
(4) Somehow I have been stunn'd. Stand backl(l. 960) 
I remember now, (1. 966) 
I resume the overstaia fraction, (1. 967) 
(5 ) 
I troo forth re lenish'd with su reme ower, 
one of an average unending procession. 1. 9 0 
The friendly and flowiny savage, Who is he? 
Is he waiting for civillzation or past it and 
and mastering it? 
Is he some Southwesterner rais'd out-doors? 
is he Kanadian? 
Is he from the Mississippi country? Iowa, 
Oregon, California? . 
The mountains? prairie-life, bush-life'? or 
sailor from the sea? 
Wnerever he goes men and women accept and desire 
him, 
cr'hey desire he~.should like them, touch them, 
speak to them, stay with them. 
Behavior lawless as snow-flakes, words simple 
as grass, uncomb'd head, laughter, and naivete, 
Slow-stepping feet, common features, common 
modes and emanations, 
They descend in new forms from the tips of his 
fingers, 
They are wafted with the 
breath, they fly out of the 
odor of his uody or 
glance of his eyes. (11. 976-986) 
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Flaunt or. the sunshine I need not your bask--
lie overJ 
You light surraces only, I force surfaces and 
depths also. 
Earth! you seem to look for something at my hands, 
Say, old top-knot, what do you want? 
Man or woman, I might tell how I like you, 
but cannot, 
And might tell what is in me and what it is 
in you, but cannot, 
And might tell that pining I have, that pulse 
of my nights and days. 
Behold, I do not give lectures or a little 
charity, 
When I give I gi;.ve myself. (11. 987-995) 
You there, impotent, loose in the knees, 
Open your scarf'd chops till I blow grit 
within you, 
Spread your palms and lift the flaps of your 
pockets, 
I am not to be denied, I compel, I have stores 
plenty and to spare, 
And anytning I have I bestow. 
I do not ask who you are, that is not important 
to me, 
You can do nothing and be nothing but I will 
infold you. (11. 996-1002) 
To cotton-field drudge or cleaner of privies 
I lean, 
On his right cheek I put the ramily kiss, 
And in my soul I swear I never will deny 
him. (11. 1003-1005) 
On women fit for conception I start bigger and 
nimbler babes, 
(ThIs day I am jetting the sturf or rar more 
arrogant republics,) (11. 1006-1007) 
To anyone dyiro,thither I speed and twist 
the knob of the oor, 
Turn the bed-clothes toward the foot or the-bed, 
Let the physician and the priest go home. 
(11. 1008-1010) 
I an he bringing h~lp for the sick as they 
pant on their backs, 
And for strong upright men I bring yet more 





. It has already be.en noted that the 'ing' pattern o.f 
experience changes in the eighty-first line of the list to 
a direct statement: 
I tread day and night such roads. (1. 797) 
This change in pattern to the direct statement continues on 
through line 1020 of the stanzaics of suffering and sympathy. 
However, the thought motif of the lines of experience is not 
greatly changed, for the pattern of general experience found 
in t4e eighty lines of ling' activity moves into the stanzaics 
where it is seen as the actual experience of suffering and 
sympathy. It is seen that, regardless of the change from 'ing' 
verbals to direct statements, the thought pattern remains, 
through line 819, that of general experience and, after line 
819, becomes that of individual experience in suffering and 
sympathy. The following illustration points up this change 
in pattern by taking the pertinent lines, underscored, from 
the above-quoted stanzaics and putting them in their appro-
priate places following the direct statement 'I tread.' 
The illustration quotes the final seven lines of the long 
ling' experiential list and follows on through with the selected 
verses of direct statements. (Lines eigh~ to eleven, nine-
teen to twenty-two, are from the interpolated plateaus found 
in lines 798-005 and 959-975). 
(1) 1. Speeding through space, speeding through 
heaven and the stars, 
2. Speeding amid the seven satellites and the 

























Speeding with tail'd meteors, throwing 
fire-balls like the rest, 
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Carrying the crescent child that carries 
its own full mother in its belly, 
Storming, enjoying, planning, loving, 
cautioning, 
Backing and filling, appearing and disappearing, 
I tread day and night such roads. 
(11. 791-797) 
I visit the orchard of spheres and look 
at the product, (1. 798) 
I fly those flights of a fluid and swal-
lowing soul, (1. 800) 
I help myself to material and immaterial, (1. 802) 
I anchor my s,hip for a little while only, 
(1. 804) 
I go hunting polar furs and the seal, leap-
ing chasms with a pike-pointed staff, cling-
ing to topples of brittle and blue. (1. 806) 
I run a free companion, I bivouac by invad-
ing watch-fires, (1. 817) 
I understand the large hearts of heroes, (1. 822) 
The disdain and calnmess of martyrs, 
(1. §38) 
I am. the hounded slave, I wince at the 
bite of the dogs, (1. 838) 
I do not ask the wounded person how he 
feels, I myself become the wounded person, 
(1. 84-5) 
I am the mash'd fireman with breast-bone 
broken, (1. 847) 
I am. an old artillerest, I tell of my fort's 
bombarillnent, (1. 858) 
Somehow I have been stunn'd, Stand back! (1. 960) 
I remember now, (1. 966) 
I reswne the overstaid fraction, (1. 967) 
I troop forth replenish'd with supreme 
power, one of an average unending procession, 
(1. 970) 
The friendly and flo'wing savage, who is he'? 
(1. 976) 
Flaunt of the sunshine I need not your 
bask--lie over! (1. 987) 
I do not ask who you are, that is not 
important to me, (1. 1001) 
To cotton-field drudge or cleaner of privies 






On women fit for condeption I start bigger 
and nimbler babes, (1. 1006) 
To anyone dying, thither I speed and twist 
the knob of the door, (1. 1008) 
I aln he bringing help for the sick as they 
pant on their backs, (1. 1021) 
The twenty-nine lines , taken together, resemble the regular 
Whitman list although the repeated stress upon 'I' as a line 
beginning is a novel featoJi.re for a catalogue. However, the 
very emphasis put upon 'I' helps to argue the thesis that 
the verse catalogue may be the:basis for the "Song of Myself." 
APy song about 'myself' would natUrally emphasize 'I.' And 
the change from 'ing' experience to the direct statements of 
'I tread,' 'I visit,' 'I fly,' 'I help,' and so on, serves to 
accentuate 'I' as the chief character of the poem. The direct 
statements reflect a closer identification with the pain of 
others, and sympathy ensues. 
The above-demonstrated change of pattern from ling' 
verbals to direct statements helps to accentuate a certain 
relationship between the verse catalogue of experience and the 
stanzaic list of suffering-s~npathy. 
(2) Second pattern: 
It has been mentioned more than once that the eighty-
one verse catalogue of experience is built upon 'ing' verbals. 
It will be recalled that the experience mounts to an expression 
of high emotion in the final lines of the list (11. 1-7 in 
above list). With the direct statement, 'I tread' (1. 7 
above), the rising emotion reaches a climactic plateau' 
where it becomes levelled to an expression of identification 
with the Universal spirit. However, with the statement,"I 
understand the large hearts ••• "(l. 14 above), general expe-
rience becomes specific experience in suffering. Then, with 
the statement, flI troop forth •.• " (1. 22 above), a second 
plateau and spiritual growth is achieved. Here, the emo-
tional release punctuates an expression of brotherly love and 
sympathy. Then, following "I am he bringing help ••• 1f (1. 29 
above), there is an observable 'move away from the direct 
statement--which had its inception in tI tread t (1. 7 above)--
back ,to the pattern of tinet verbals of the catalogue of ex-
perience. The concluding twenty-eight lines of the catalogue 
of sympathy (11.1026-1053) are quoted as an illustration of 











Magnifying and applying come I, 
outbidding at the start the old cautious 
hucksters, 
Taking myself the exact dimensions of Jehovah, 
Lithographing Kronos, Zeus his son, and Hercules 
his grandson, 
Buying drafts of Osiris, Isis, Belus, Brahma, 
Buddha, 
In my portfolio placing Manito loose, Allah 
on a leaf, the crucifix engraved, 
With Odin and the hideous-faced Mexitli and 
every idol and image, 
Taking them all for what they are worth and 
not a cent more, 
Admitting they were alive and did the work of 
their days, 
(They bore mites as for unfledgtd birds who 
have now to rise and fly and sing for themselves,) 
Accepting the rough deific sketches to fill 
out better in myself, bestowing them freely on 



















Discover~ng as much or more in a framer 
framing a house, 
Putting higher claims for him there with 
his roll'd-up sleeves driving the mallet and 
chisel, 
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Not objecting to special revelations, consider-
ing a curl of smoke or a hair on the back of my 
hand just as curious as any revelation, 
Lads ahold of fire-engines and hook-and-ladder 
ropes no less to me than the gods of the 
antique wars, 
Minding their voices peal through the crash 
of destruction, 
Their brawny limbs passing safe over charr'd 
laths, their white foreheads whole and unhurt out 
of the flames; . 
By the mechanic's' wife with her babe at her 
nipple interceding for every person born, 
Three scythes at harvest whizzing in a row 
fromthree lusty. angels with shirts bagg'd out at 
their waists, 
The snag-tooth'd hostler with red hair re-
deeming sins past and to come, 
Selling all he pssseses, traveling on foot 
to fee lawyers for his brother and sit by him 
while he is tried for forgery; 
Valat was strewn in the amplest strewing the 
square rod about me, and not filling the square 
rod then, 
The bull and the bug never worshipp'd half 
enough, 
Dung and dirt more admirable than was dreamed, 
The supernatural of no account, myself wait-
ing my time to be one of the supremes, 
The day getting ready for me when I shall do 
as much good as the best, and be as prodigious; 
By my life-lumpsl becoming already a creator, 
Putting myself here and now to the ambush'd 
womb of the shadows. (11. 1026-1053) 
This return to the ling' pattern of the eighty line list of 
experience establishes a point of relationship between the 
verse-experiential and the stanzaic suffering-sympathy cata-
logues. The move from the eighty line 'ing' verbal expression 
of the experiential list to the direct statements of the stan-
zaic pictures of suffering (pp. 82-83 of this study) and back 
again to the ling' verbal expression of the final twenty-eight 
. . 
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lines of the stanzaic-sympathy catalogue (pp. 84-85 of this 
study) effects a harmonious balance and points up the possi-
bility that the entire eighty-one line list of experience 
and the two hundred and fifty-six lines of stanzaic pictures 
are related one to the other. 
(3) Third pattern: 
The demonstrated affinity between the verse and stanza 
pictures of the latter portion of the tlSong of Myself" is 
augmented still further by the 'intermingling of both verse 
and stanzaic pictures in the finai seventeen lines of the 
catalogue of sympathy (11. 1037-1053). The mixed stanza-







1. Discovering as much or more in a framer 
framing a house, 
2. Putting higher claims for him there with 
his roll'd-up sleeves driving the mallet and 
chisel, (11. 1037-1038) 








sidering a curl of smoke or a hair on the back 
of my hand just as curious as any revelation, 
(1. 1039) 
Lads ahold of fire-engines and hook-and-lad-
der ropes no less to me than the gods of the 
antique wars, 
Minding their voices peal through the crash 
of destruction, 
Their brawny limbs passing safe over charr'd 
laths, their white foreheads whole and unhurt 
out of the flames; (11. 1040-1042) 
By the mechanic's wife with her babe at her 
nipple interceding for every person born, (1. 1043) 
Three scythes at harvest whizzing in a row 
from three lusty angels with shirts bagg'd out 
at the waists, (1. 1044) 
The snag-tooth'd hostler with red hair re-
deeming sins past and to come, 
Selling all he possesses, traveling on foot 
to fee lawyers for his brother and sit by him 










What was- strewn in the amplest strewing, ' 
the squ~re rod about me, and not filling the 
square rod then, 
The bull and the bug never worshipp1d half 
enough, 
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Dung and dirt more admirable than was dream'd, 
The supernatural of no account, myself wait-
ing my time to be' one of the supremes, 
The day getting ready for me when I shall do 
as much good as the best, and be as prodigious; 
By my life-lumpsl becoming already a creator, 
Putting myself here and now to the anbush'd 
womb of the shadows. (11. 1047-1053) 
This mixed stanza and v~rse miscellany helps to point 
up the relationship between the v.erse catalogue of experience 






Thus far the demonstrations have pointed up the rela-
tionship between: (1) the stanzaic diverse-life list (11. 148-
-241) and the verse catalogue of occupations (11. 264-354) of 
the first part of the poem and (2) the stanzaic suffering 
and sympathy catalogue (11. 806-958, 976-1036) and verse ex-
periential list of the latter part of the poem (11. 717-797). 
At this point an attempt. will be made to show that the 
catalogues of the first and last parts of the poem are related 
one to the other and help to make up the main body of the 
ffSong of Myself. 1I If these catalogues are considered in their 
condensed forms of simple verse states (pp. 69-70, 74-75, 81-
-83 of this study) they appear to be held together by an inter-
vening loosely constructed miscellany of a quasi-stanzaic 
form (11. 33-709). These mixed lines will be re~erred to as 
identity-sense stanzaics. The following chart gives a central 
or connecting place to them. 
CHART lX 
THE PLACE OF THE CATALOGUES OF IDENTITY-SENSE AS 
RELATED TO THE CATALOGUES OF THE FIRST 
AND LAST PARTS OF POEM 
1. Stanzaic----Diverse life (11. 148-241) 
2. Verse----Occupations (11. 264-354) 
3. Quasi-stanzaic----Identity-sense (11. 330-709) 
4. Verse----Experience· (11. 717-797) 
5. Stanzaic----Suffering-sympathy (11. 806-958, 976-1036) 
The line, "And of these one and all I weave the song 
of myself" (1. 329), indicates that the poet plans to sing of 
himself. Immediately following this assertion of his the111e 
he plunees into a long catalogue of identity (11. 330-547). 
The loose and rambling structure of this song of 'I,' as 
well as the song of the senses which overlaps and follows it 
(11. 497-709), almost convinces one that it is not the basic 
pattern. And, in the same manner, the constant repetition of 
'I' and 'I am' leads one to feel that these words serve as 
line beginnings for the skeletal framework of the entire 
passage. (Compare this stress on 'I' with the emphasis put 
on 'I' and 'I am' as line beginnings in the conjectural cata-





.further credit this theory, one remembers that the poet has 
promised to ,t' ••• weave the song of mysel.f ••• It (1. 329) and, 
.for this reason, would naturally many times re.fer to 'I' in 
so doing. The .following illustration, a purely conjectural 
catalogue, is based entirely upon the repetition o.f 'II and 
II am.' It is important to notice that: (1) the first two 
lines are taken from the verse catalogue of occupations and 
flow naturally into the lines of identity and sense which fol-
low; (2) the first .forty-one Ifnes o.f the passage move easily 
into the .final seven lines which serve as the introduction 




















I am of old and young, of the foolish as much 
as the wise, (1. 330) 
I resist any thing better than my own diversity, 
(1. 349) 
With, music strong I come, with my cornets and 
my drums, (1. 361) . 
I beat and pound .for the dead, (1. 365) 
Do you guess 'I have some intricate purpose? 
(1. 382) 
Do you take it I would astonish? (1. 384) 
1;Vhy should I pray? why should I ,venerate and 
be ceremonious? (1. 398) 
I know I am solid and sound, (1. 403) 
I Rnow I am deathless, (1. 406) 
I know I am august, (1. 409) 
I exist as I 'am, that is enough, (1. 413) 
I laugh at what you call dissolution, (1. 419) 
I am the poet of the Body and I am the poet o.f 
the Soul, (1. 422) 
I am the poet of the woman the same as the 
man, (1. 4-25) 
I chant the chant o.f dilation and pride, (1. 428) 
I show that size is only development. (1. 4-30) 
I am he that walks with the tender and growing 
night, (1. 433) 
I too am of one phase and of all phases. (1. 458) 





























I am not the poet of goodness only, I do 
not decline to'be the poet of wickedness also.{1.463) 
I find one side a balance and the antipodal 
side a balance, (I. 470) 
I accept Time absolutely. 
I accept Reality and dare 
(1. 480) 
not question it, 
(1. 483) 
I speak the pass-word primeval, I give the sign 
of democracy, (1. 506) 
I do not press my fingers across my mouth, 
(I. 519) 
I keep as delicate around the bowels as around 
the head and heart, (1. 520) 
I believe in the flesh and the appetites, 
(I. 522) 
Divine am I inside and out, and I make holy 
whatever I touch or rum touch'd from, (1. 524) 
I dote on myself, there is that lot of me and 
all so luscious, (l. 544) / 
I have instant conductors allover me whether 
I pass or stop, (1. 615) 
I merely stir, press, feel with my fingers, 
and am happy, (I. 617) 
I am given up by traitors, (1. 637) 
I talk wildly, I have lost my wits, I and 
nobody else am the greatest traitor, (1. 638) 
I went myself first to the headland, my own 
hands carried me there, (1. 639) 
I believe the soggy clods shall become lovers 
and lamps, (I. 658) 
I believe a leaf of grass is no less than the 
journey-work of the stars, (I. 663) 
I find I incorporate gneiss, coal, long-tr~eaded 
moss, fruits, grains, esculent roots, (1. 670) 
And am stuccoed writh quadrupeds and birds all 
over, (1. 671) 
I think I could turn and live with animals, 
they're so plac.id and self-contain'd, (1. 684) 
I wonder where they get those tokens, (1. 694) 
Did I pass that way huge times ago and negli-
gently drop them? (I. 695) 
Space and Time,l now I see it is true, what 
I guesstd at, (1. -710) 
~nat I guesstd when I loaf'd on the grass, 
(1. 711) 
Vi.hat I guess'd while I lay alone in my bed, 
(1. 712) 
And again as I walked the beach under the 
paling stars of the morning. (1. 713) 
Ivly ties and ballasts leave me, my elbows 




I skirt sierras, my palms cover continents, 
(1. 715) 
I am afoot with my vision. (1. 716) 
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A close study of this conjectural verse catalogue of 
identity-sense reveals that: (1) it grows out of the clos-
ing lines of the catalogue of occupations: 
And these tend inward to me, and I tend outward 
to them, 
And such as it is to be of these more or less I am, 
And of these one and all I weave the song of myself. (11. 327-329) 
(2) it moves into the long 'ing' experiential list by way 
of: 
My ties and ballasts leave me, my elbows rest in 
seat'gaps, 
I skirt sierras, my palms cover continents, 
I am afoot with my vision. (11. 714-716) 
and, after merging itself with the eighty-one lines of the 
catalogue of experience, finally (3) moves into the cata-
logue of suffering and sJ~pathy by means of the spiritual 
plateau: 
I tread day and night such roads. (1. 797) 
I visit the or~hards of spheres and look at the 
product, (1. 798) .. 
I fly those flights of a fluid and swallowing 
soul, ( 1. 800 ) 
I help myself to material and immaterial, (1. 802),")1. 
I anchor my ship for a little while only, (1. 804)~ 
Thus, it is seen that the catalogues of the first part 
of the ttSong of Myself" are linked to the catalogues of the 
24 These SMfre five lines are found in lines seven to 
eleven of the conjectural catalogue on page eighty-two of 




latter part of the poem by means of the intervening lines of 
identity-sense. With this established relationship of parts, 
it is easy to see that Wbitman has successfully woven the cat-
alogues of the first and last parts of the poem into a cer-
tain wholeness of structure by use of the loose threads of his 





The first part of the study demonstrated t he stan-
zaic catalogue to be an expansion or outgrowth of the sim-
ple verse catalogue and, in doing so, accentuated the sim-
ple verse form as the framework of the uSong of Myself. u 
This division of the study will point up the same idea of 
expansion in the structure of the verse catalogue as well. 
The provocatively incomp~ete effect of the two :long 
verse catalogues is to stir the reader's imagination. The 
poet says just enough to stimulate thought and then leaves 
the rest for the reader. The occupational and experiential 
lists tally as to line structure, but differ as to thought. 
The sixty-six line occupational list (11. 264-354) is a sim-
ple depiction, in almost unbroken present-tense activity, 
of what the poet sees while the eighty-one line experiential 
list (11. 717-797) pictures the poet's mind as actually ex-
periencing what he sees. On the surface the verse cata-
logue of occupations appears to be a mere recitative of sing-
song activity and, in some instances, passivity. No alter-
native or contrasting pattern is apparent in the structure 
and this fact, in itself, adds to the general monotony. How-
ever, the eighty-one line sentence of the experiential list 
is a move away from the recitative monotony of the sixty-six 




stand apart and recite. h.is miscellaneous list; he gets in-
to people and lets one know how they feel. And, as a result, 
a marked degree of emotion is .discernible in the concluding 
lines. 
vVhitman's almost magical power over the phrase,25to-
gether with his concentration on long lists of words and 
their possibilities,26 appears to be responsible for this 
depiction of emotion in the long experiential list. In his 
An American Primer he claims that a word has a special life 
of its own and, thus, is imbued with power. He argues that: 
A p.erfect writer would make words sing, dance, kiss, 
do the male and female act, bear children, weep, bleed, 
rage, stab, steal, fire cannon, steer ships, sack cities, 
charge with cavalry or infantry, or do anY~7ing that 
man or woman or the natural powers can do. 
Sigmund Freud substantiates such a view when he says tha~, 
in the beginning, words and magic were one and the same 
thing. 28 
This preoccupation with words and their possibilities 
finds expression in the long experiential verse list where 
the pattern of structure is based upon alternate groups of 
descriptive phrasals and experiential verbals. In order to 





Perry, OPe cit., p. 307. 
Examine his An American Primer. 
Ibid., p. 16. 
Sigmund Freud, A General Introduction to Psycho-
anal sis, translated by JeanR~~,Garden City, New York, 





is presented. The quota.tions are only partial and are 
identified by the regular line number of the poem as well as 




STRUCTURAL PATTERN OF THE VERSE 
CATALOGUE OF EXPERIENCE 
CAT. POEM 
LINE LINE 
NO. SUBJEOT VERBALS PHRASALS PUNC. NO. 
1. II Itf By the city's ••• houses 717 
in log huts 
camping 
2. along the ruts 718 
along the dry gulch 




4. Prospecting 720 
gold-digging 
girdling 
5. Scorch'd 721 
6. 
hauling 
" Where the panther walks 722 
where the buck turns 
7. Where the rattlesnake suns 723 
where the otter is feeding 
8. vVhere the alligator sleeps 724-
9. vVhere ••• the bear is searching 725 
where t he beaver pats 
· 
, 
10. Over the ••• sugar 726 
over the ••• cotton 
over the ••• rice 
11. Over the ••• farm house 727 
12. Over the ••• persimmon 728 
over the ••• com 
over the ••• flax 
l~. Over the ••• buckwheat 729 1 • Over the green ••• rye 





17. Where the quail is whistling 73~ 18. Where the bat flies 73 
where ••• the gold-bug drops 
19. Where ••• brooks put out 73~ 20. Vfuere cattle stand 73 
2l.~ Where ••• cheese-cloth hangs 737 
where andirons straddle 
where cobwebs fall 
· 
, 
22. Where trip-hammers crash 738 
( ,~ where press is whirling 
'I j, 
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CATALOGUE OF EXPERIENCE (CONT'D) 
CAT. POEM 
LINE LINE 
NO. SUBJECT VERBALS PHRASALS PUNC. NO. 
~: " Iit wherever the human heart beats 7,9 Where ••• balloon is floating 'I 0 
(floatiif) (looking 
741 25. Where the life-car is drawn 
where the heat hatches 
26. vthere the she-whale swims 742 
27. Where the steam-ship trails iM. 28. Vfuere the fin of the shark cuts 
29. vmere the ••• brig is riding itt~ 30. Vfuere s:p.ells grow 
where the dead are corrupting . , 
31. 'vVhere the flag is borne 747 
32. approaching 748 
3~. Under Niagara 749 
3 • Upon a door-stop 750 
35. 
upon the horse-block 
751 Upon the race-course 
36. 
enjoying 
752 At he-festivals 
with black-guard gibes 




At apple-peelings 754 
wanting 
~9. At musters . 75g , O. Where the mocking-bird sounds 75 
41· Where the hay-rick stands 757 
where the dry stalks are scattered 
where the brood cow waits 
42. Where the bull advances 758 
where the stud to the mare 
43. 
where the cock is treading 
Vfuere the heifers browse 759. 
44. where geese nip 760 Where ••• shadows lengthen tt~: Where buffalo make 761 Where the humming-bird shimmers 762 
where the neck ••• is curving 
47. Where the ••• gull scoots 763 
where she laughs 
48. vVhere beehives range 764 49. Where ••• partridges roost i~g 50. vVhere burial coaches enter 
51. vVhere winter wolves bark 767 52. Where ••• heron ••• comes 768 
, .l 53. vVhere the splash ••• cools 769 
1 
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CATALOGUE QF EXPERIENCE (CONT'D) 
CAT. POEM 
LINE LINE 
NO. SUBJECT VERBALS PHRASALS PUNC. NO. 
54· Ii Iii Vf.here the katy-did works 770 55. Through patches 771 
56. Through the salt-lick 772 
under the conical firs 
57 .. Through the gymnasium 773 
through the ••• saloon 
through the office 
· 
, 
774 58. Pleas'd 
pleas'd 
pleas'd 
59. Pleas'd 77~ 60. Pleas'd 77 61. Pleas'd 777 
62. Pleas'd 778 




" 65. · 781 , 66. Coming 782 
67. studying 78~ 68. reaching 78 
69. examining 785 
70. Voyaging 786 
71. Hurrying 787 
72. 788 
7~. 789 7 • Walking 790 




77. Speeding 793 
throwing 
794 78 .. C~rrying 

















The consideration ,or the catalogue will be greatly 
facilitated ir we rer'er to the catalogue line numbers given 
on the lert side or the chart. A general glance at the brier 
of the catalogue reveals the fact tl1at the first fifty-seven 
lines are based upon an alternative pattern of groups of ex-
periential verbals and descriptive phrases. But, beginning 
with line fifty-eight, the groups of descriptive phrasals are 
not in evidence. The final twenty-four lines reveal a stress 
upon experiential verbals and a'move away rrom the descriptive 
groups. This emphasis on experience and the almost total dis-
regard of description effects the movement of the final lines 
and reflects a rising flair of emotion. The pattern of the 
catalogue alternates between the use of the 'ing' present 
participle, which reveals the act of mind, and the mixed 
phrasal groups. 
It will be noted that the phrasal groups appear to be 
drawn ror the purpose of (1) pointing the direction or route 
the poet is to travel and (2) describing what he sees along 
the way. For example, the prepositions of lines one and two 
(by, in, along) point the direction the poet is to move while 
present-tense activity in lines six to nine describes what he 
sees enroute. In the same manner, the introductory 'Over' 
(11. 10-14) points the route of the poet's journey while the 
present activity of lines seventeen to thirty reveals what he 
sees along the way. Again, the direction of the journey is 




lines thirty-three to th~rty-nine, and What he sees around 
him is described in the activity of lines forty through fifty-
four. 
The first five lines are devoted in the main to verbals 
of experience. They are followed, in lines six to fourteen, 
by two distinct sets of descriptive phrasal groups (11. 6-9 
and 10-14). Each set is given its separate identity by use 
of epanaphora and the semicolon. Each verse of the first set 
(11. 6-9) employs initial repet'5.tion in the use of 'Where.' 
Set one is distinguished from set two by the semicolon line 
ending (1. 9). Set two (11. 10-14) uses initial repetition 
of ',aver' and is end-stopped by the semicolon (1. 14). 
The verbals of experience in lines fifteen and sixteen 
are followed in lines seventeen to thirty by one long set of 
descriptive phrases. While an inserted interpolation of ling' 
activity does occur in line twenty-four, the pattern of the 
phrasal group, as a whole, is not effected but stands intact. 
Epanaphora is evident in each verse in the use of the intro-
ductory "Where. 1 Also" the 'repetition of 'where 1 wi thin the 
lines (11. 1o, 21" 22" 25" 30) helps to further unify the 
passage. The semicolon at the end of line twenty-one marks 
a slight break between the simple country life (11. 17-21) and 
a more complex life (11. 22-30), but it does not effect the 
unity of the passage as a whole. 
Lines thirtYJ'one to thirty-nine are of a mixed group 
of verbals and descriptive phrases. The prepositions have 
the effect of drawing the poet into direct association with 





Upon, At) imply a close ,contact and the presence of the l'0et. 
The entire eighteen verses of lines forty to fifty-
seven go into the making of one group of descriptive phrasals. 
The lines are end-stopped by a semicolon, line fifty-seven. 
The initial repetition of 'Where' (11. 40-54) and of 'Through' 
(11. 55-57) puts the vision back upon a broader horizon and 
is a noticeable move from the limited view of lines thirty-one 
to thirty-nine. The expansive and detached movement is also 
helped further by the repetition of 'where' and 'through' 
within the lines (11. 41, 42, 43, 46, 47, 57). 
This long phrasal group of descriptives is counter-
balanced by the long list of experiential verbals in lines 
fifty-eight to eighty-one. Whitman, by use of semicolons 
(11. 62, 65, 69), divides this final twenty-four lines of 
the catalogue into four separate parts. In the first part 
(11. 58-62) the use of the past participle' 'd' ending is 
noted. The initial repetition of 'Pleas'd' furnishes unity 
and harmony to the five lines. The second division (11. 63-
-65) returns to the old pattern of present ling' experience 
(looking, flatting, wandering). The third portion of the 
passage (11. 66-69) again reveals the ling' experience (com-
ing, studying, reaching, examining). The final division 
(1,1. 70-81) stresses an ever-growing experience. The entire 
twelve verses help to emphasize a growing emotion. The pas-
sage calls to mind the metaphoric picture of a ship floating 
, f~ 
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in space. And of course, the poet's mind is, in reality,. 
this ship. 
This demonstrated alternation of descriptive phrases 
and experiential verbals as the structural pattern of the 
catalogue of experience points to Whitman's preoccupation 
with words and the possibilities of words as the basic pat-





Conclusion to Part Two 
The study 'of the long verse and stanzaic catalogues" 
revealed a certain existing kinship betw§en the stanzaic-
diverse life and verse-occupational catalogues of the first 
part of the poem as well as between the verse-experiential 
and the stanzaic-suffering-sympathy catalogues of the latter 
part of the poem. In the case of the stanzaic and verse 
catalogues of the firstpart thi~ kinship was found to be due 
to a simple expansion of single verses into stanzas of two 
or more lines; in the case of the verse and stanzaic cata-
logues of the latter part of the poem the relationship was 
traceable to alternative patterns of expression. The demon-
strated relationship of the stanzaic catalogue of diversity 
to the verse catalogue of occupations and the stanzaic cata-
logue of suffering-sympathy to the verse catalogue of experi-
ence helped to emphasize the possibility that the stanzaic 
catalogue may be derived from the simple verse form. Next, 
the lists of the first part of the poem were found to be 
related to the enumerations of the latter portion of the poem 
due to the demonstrated mutual kinship of the intervening 
quasi-stanzaics to catalogues of both groups. And, in con-
-sidering the stanzaic catalogues of diversity, suffering-sym-
pathy, identity-sense in their condensed forms of simple 






the occupational and exp,eriential verse lists, we demonstrated 
an over-all simp~e verse pattern. This verse motif, together 
with the demonstrated emergence of stanzaic from verse form, 
pointed to the simple verse catalogue as the skeletal frame-
work of the flSong of Myself. 1I 
An alternating motif of word and phrasal groups was 
found to be the structural pattern of the verse catalogue 
of experience. Thus, the third thesis of the study--that 
the simple verse list may derive from a concentration on 
words and phrases--was given emphasis. 
Part Two, in general, depicted the growth of the poet's 
tho~ghts from the simple to the complex. The breakdown of 
the poem into stanza form, the, stanza into verse form, the 
verse into phrases and words, reflected a pattern which is 
the law of nature. 29 First, there was the germ or inception 
in the word. This was followed by slow growth from the sim-
pIe to the complex and was represented by the expansion of 
the word into verse form, the verse into stanza form, and 
the stanza into a whole pattern in the "Song of Myself. 1f 
29 John Burroughs, The writi~s of John Burroughs, 











Part Two sets up the verse catalogue as the anatomy 
of the "Song of Myself" and points to the word as the primary 
hinge in the skeletal framework. Because Whitman makes the 
single word basic this study will effect a specific demon-
stration of the generalization of part two--that the verse 
catalogue may be a derivative of the single word. 
VfDitman's poetry, like Emerson's, gives precedence to 
thought, rather than form. l However, many of the lines of 
his ff Song of r:lyself" are made up of a seemingly unrelated 
thought pattern. Representative of the unrelated pattern 
are the verse catalogues. Most critics contend that they 
were created for mere cumulative eff'ect. 2 Whatever the pur-
pose behind them, we have the lines to reckon with and can-
not help but wonder about their organization. 
In the respect that he lays great stress upon the 
things he sees and hears, TiVhi tman is much like other poets. 
1 Norman Henry Pearson, "Literary Forms and Types; 
or, A Defense of Polonius," EnJ"lish Institute Annual, 19 0, 
Columbia University Press, New York, 19 1, p. 9. 
Ralph 'vialdo Emerson, "The Poet," Essays, A. L. 




Henry Seidel Canby, 'ival t Yfui tmal, an American, 
Mifflin Company, Boston, 194=3", p. 311. 
Gay Viilson Allen, American Prosodw, American Book 




However, he appears to have a greater power of memory, bO,th 
visual and verbal. His taient for visualizine events lone 
past3 finds expression in his poetry. But, because memory 
has a way of collecting rather than joining, many of the 
cataloguial verses reflect a detached and dissimilar surface. 
Gay Wilson Allen describes the heterogeneous lines of 
the long c~talogues as an attempt on the part of the poet to 
fI ••• s~nbolize the fullness and variety of nature, and to 
give it I organic I expression. ,,4' However, it is possible that 
Vlhi tman meant his catalogues to be more than symbols. Per-
haps they are the actual put tine to practice of his theory of 
organic growth and are meant to correspond with the growth 
of nature. That is, he may have planned for his thoughts 
to move freely in the catalogues in the same manner that 
plants grow in nature. Or, in other words, he may have used 
a word as a hint or provoker5 to call up new words in the 
same manner that plants put out new leaves. In fact, he 
gives us a suggestion that this is his method when he says: 
3 James Cappon, "The Tradition of Emerson and Whitman 
in American Literature," Bliss Carman, Louis Carrier and Alan 
Isles, Inc., New York, 1930, p. 295. 
4 Gay Wilson All en, 1;Val t Whitman Handbook, Packard 
and Company, Chicago, 1946, p. 297. 
5· "A Song for Occupations, II The Complete Writings . 
of rial t iifui tman, issued under the editorial supervision of 
his literary executors, Richard Maurice Bucke, Thomas Harned, 





From each word, as from a womb, spring babes tgat , 
shall grow to giants and beget superber breeds ••• 
However, be this as it may, his style of composition by line, 
rather than by sentence, does suggest the idea that he thinks 
his way from one line to another. And the pattern of his 
thinking appears to be based upon words. 
This concern with all kinds of words is revealed in 
his An American Primer. The habit of compiling long lists of 
words SllOWS an interest in the .content, and not the music, of 
verbal expression. 7 The primer is a veritable storehouse of 
verbal evocations. One is led to conclude that fascination 
with the unlimited possibilities of the smallest unit of 
speech8 is the secret behind the poet's progression in the 
catalogues. The primer, itself, gives a suggestion of the 
method: 
Names are magic.--One word can pour such a flood 
through the soul.--Today I will mention Christ's before 
all bther nfuues.--Grand words of names are still left.--
What is it that flows through me at the sight of the 
word Socrates, or Cincinnatus, or Alfred of the olden 
times--or at the sight of the word Columbus.9 
6 The Uncollected Poetry and Prose of Walt Whitman, 
collected and edited by Emory Holloway, in two volumes. 
Doubleday, Page and Companl, Garden City, New York and 
Toronto,1921, Vol. 2, p. 84. 
7 
8 Walt Whitman, A.n American Primer, Small, Maynard 
and Company, Boston, 1904, p. 16. 




In these, his own words" one has a description of the poet1s 
susceptibility to the suggestive implications of words. He 
is seen as moving from one class of image to another along 
the paths of association, and his experiences appear to be 
uncontrolled by the surface intellect. Thls type of psycho-
o 110 t t' t' 1 0 k 1 h d °t 0 to 0 sensorla au oma lsm more nan ley a l s lncep lon In 
the poet's belief in a guiding inner light. In any event,his 
intuitive translation of his supersensual experiences into 
It ••• concrete pictorial images.:· .,,11 of reality seems to be 
automatic. 
The French critic, 11. Kostyleff, poses a parallel 
theory of cerebral response and christens it with the name 
'verbo-motor' reaction.12 His idea is that words, like other 
sensory impressions derived from contact with reality, are 
stored up in the mind. The storage, in chains of associa-
tions, becomes unconscious and soon appears to be forgotten. 
However, some stimulus automatically sets one word in motion 
and iwnediately the entire chain of associated words is 
given consciousness again. 
It is due to such associational flights of ideas that 
10 Evelyn Underhill, "The Mystic as Creative Artist, II 
The Essentials of Mysticism and Other Essays, J. M. Dent and 
Sons Ltd., London and Toronto, 1920, p. 76. 
York, 
11 Ibid. 
12 Conrad Aiken, Scepticisms, Alfred A. Knopf, New 





the lines of unrelated thought matter become successive 
waves of verbo-motor discharge and move, in every line, 
farther from the starting point. Whitman's progression from 
line to line, as well as within the line, appears to be based 
upon this t~~e of verbo-motor reaction to external stimuli • 
The confining of the entire rhetorical energy to words 
en~hasizes the psychology of the author but the least interest-
ing part of it, the accidental. 13 For example, a superficial 
survey of the following lines reveals no immediate relation-





The pure contralto sings in tbe organ loft, 
The carpenter dresses his plank, the tongue 
of his foreplane whistles its wild ascending 
:Lisp, 
TIle married and unmarried children ride home 
to their Thanksgiving dinner, 
The pilot seizes the king-pin, he heaves dovvn 
with a strong arm, 
The mate stands braced in the whale-boat, lance 
and harpoon are ready. (11. 264-268) 
However, despite the seemingly disunited aspect of the 'pure 
contralto,' the 'carpenter,' the 'children,' the 'pilot,' 
and the 'mate,' the lines have an inner connection. For in-
stance, the mental image 'of the 'pure contralto' singing 
traces the path of a visual and auditory reflex. Both the 
sight and the sound of the contralto singing are inwediately 
associated with definite verbal reactions. A oonsideration 
13 Yvor Winters, Primitivism and Decadence, Arl~OW 
editions, New York, 1937, p. 51. 
{ 
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of the pertinent words of the verse reveals that: (1) 'pure' 
suggests, phonetically, an unvarying sound made with the oral 
speech organs in a fixed position and moves, in the second 
line, to the unvarying 'whistle' of the foreplane; (2) 'con-
tralto' suggests a high male, or low female, voice and moves, 
in the second line, to the 'whistle' and 'ascending lisp' of 
the foreplane; (3) 'sings' suggests a certain movement of 
the tongue and lips and changes, in line two, to the 'tongue,' 
'whistle,' and 'lisp' of the foreplane. In this case the sug-
gestion of 'lips' calls up a fairly good homon~n in 'lisp'; 
(4) 'organ,' a wind instrlunent that is made up of sets of 
pipes which are sounded by compressed air, inspires, in line 
two, the sounded 'whistle' which results from the passage of 
compressed air over the 'tongue.' The words--'pure,' 'con-
tralto,' 'sings,' 'organ'--ride in on the inward-sweeping 
stream of consciousness and are met by an outward-moving 
activity of the brain which recognizes relationships between 
the words proffered to the senses and other stored-up reflexes. 
The connecting threads sent out by the four words in 
line one effect an expression of new images in line two. The 
'pure contralto sings' is replaced by the 'tongue,' 'whistle,' 
and 'lisp' of the foreplane. In a like manner, a considera-
tion of second-line words reveals tllat they serve as overtones 
which lead to other changes of figures in lines three and 
four. For instance, at the mention of the noun, 'plank' (1. 2), 
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the poet calls to min~ the verb of the same spelling. And 
the latter form suggests a sort of emphatic slamming down 
which leads, in line four, to the pilot's seizing the 'king-
pin' and heaving down. Also, 'lisp,' the<~<±!nperfect pronun-
ciation of 'th' for the sibilants's' and 'z,' traces the 
path of a reflex to the imperfect speech of'children' (1. 3) 
which, in its turn, suggests thoughts of 'home' and 'Thanks-
giving' (1. 3). Further concentration on 'lisp' (1. 2) and 
the 'Th' in 'Thanksgiving' reveals that the tongue is still 
in the same position as used for whistling in line two. An-
other connection moves from the insistent repetition of the 
wild 'lisp' of the foreplane to thoughts of 'din' as a loud 
noise. And 'din' may be the ~¥ertone vnLich calls up 'dinner' 
(1. 3). 
It is possible that the 'Thanksgiving dinner' of line 
three calls to mind the carving of a turkey, and the position 
of the carver over the turkey may be the suggestion which cal~ 
up the position of the pilot over the 'king-pin' in line fplir. 
But, in any event, the position of the carpenter dressing his 
plank (1. 2)sets in motion the position of the pilot over 
the 'king-pin,' line four, as well as the position of the mate 
with 'lance and harpoon,' line five. Thus, in the case of 
these five lines a certain verbo-motor kinship is established. 
With the above demonstration in mind it is easy to see 
that words are closely related to certaiin things but, in 
their far reverberations, they have become associated with 
{ 
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many objects and ideas.·The chain of associations surround-
ing each word gives to it many separate and distinct lives 
of its own. We will accept the theory that verbal reflexes 
function in associated chains and seek to show that e~ch 
discharge of reflexes generates and leads directly to an-
other set. No sooner does one trend of ideas come to an end 
than some suggestion in it inspires and sets in motion an-
other trend of ideas. 
, 
In order to point up the thesis that the seemingly 
unrelated lines of the verse catalogue of the IISong of 
Myself" may be based upon a psychological thought pattern 
of verbo-motor progression within the lines and from line 
to line, I offer the two following illustrations. The 
demonstrations do not presume to. show that the poet's mind 
actually moved along the same paths of associations as are 
found in the illustrations. But, rather, they are meant 






By the city's quadrangular houses--in log huts, 
camping vvi th l-wnbermen, 
Along the ruts of the turnpike, along the dry 
gulch and rivulet bed, 
lll~ 
Weeding my onion-patch or hoeing rows of carrots 
and parsnips, crossing savannas, trailing in forests, 
Prospecting, gold-digging, girill.ling the trees of a 
new purchase, 
Scorch'd ankle-deep by the hot sand, hauling my boat 
down the shallow river, 
Where the panther walks to and fro on a limb overhead, 
where the buck turns furiously at the hunter, 
Where the rattlesnake sUns his flabby length on a 
rock, where the otter is feeding on fish, 
Where the alligator in his tough pimples sleeps by 
the bayou, 
vVhere the black bear is searching for roots or honey, 
where the beaver pats the mud with his paddle-shaped tail; 
Over the growing sugar, over the yellow-flower'd 
cotton plant, over the rice in its low moist field, 
Over the sharp-peak1d farm house, with its scallop1d 
scum and slender shoots from the gutters, 
Over the western persimmon, over the long-leav'd corn, 
over the delicate blue-flower flax, 
Over the white and brown buckwheat, a hunul1.er and 
buzzer there with the rest, 
Over the dusky green of the rye as it ripples and 
shades in the breeze; 
Scaling mountains, pulling myself cautiously up, 
holding on by low scragged limbs, 
Walking the path W) rn in the grass and beat through 
the leaves of the brush, 
wnere the quail is whistling betwixt the woods and 
the wheatlot, 
Vfuere the bat flies in the Seventh-month eve, where 
the great gold-bug drops through the dark, 
Where the brook puts out of the roots of the old tree 
and flows to the meadow, 
Where cattle stand and shake away flies with the 
tremulous shuddering of their hides, 
\Vhere the cheese-cloth hangs in the kitchen, where 
andirons straddle the hearth-slab, where cobwebs fall 
in festoons from the rafters; 
wnere trip-hrumners crash, where the press is whirling 
its cylinders, 
Vlherever the hillllan heart beats with terrible throes 





Vihere the pear-snaped balloon is floating aloft, 
(floating in it myself and looking composedl}t down,) , 
Where the life-car is drawn on the slip-noose, 
where the heat hatches pale-green eggs in the dented 
sand, 
Where the she-whale swims with her calf and never 
forsakes it, 
~~lere the steam-ship trails hindways its long pen-
nant of smoke, 
Where the fin of the shark cuts like a black chip 
out of the water, 
wnere the half-burn'd brig is riding on unknown 
currents, 









































ruts of the turnpike 
dry gulch 
rivulet bed(worn by water) 
• 
onion patch 



































· buck(plunging leap) 
• 
buck (basket for 
catching eel,snakefish 
• 
suns (verb suggests otter •• rattlesnake (land reptile 
• noun) • soft, inert) 
• • 
sleeps suggests alligator (aquatic 





















black bear •• beaver soft fur of bear 






















































12. 728 white bell oblong •• persilllinon 
leaves 
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THIRD I<'LIGHT 







scaling •• pulling •• holding(hand path) •• scragged limbs 
• of fowls 
• • • 
• • • 


















walking (foot path) • 













bat ...... : •••..•.••• bat ••..•..••.• bat flies 
(flies in (an instrument (whistling sound) 
Seventh- for striking} 




























dr0E.~' to move 







19. 735 brook(noun)meadow • flows(opposite of 
20. 
• • 736 brook (verb) cattle 
(to endure) 


























































Tress • bad news). 




























attached by rope) 
• 
life car of vessel 
attached by slip-
noose 
· .... ........... 
• 




























26. 742 mammal 
••••••••.• (she-whale) 




















NO. NO. PUNC. 
27. 743 • • • 
pennant of ship cuts water stag (male deer) 
.. smoke • 
• stag(verb) 
• to trail 
• ship • 
• • trails 2e. 744 black chip shark cuts water 
• 290 745 half-burn'd brig cuts water 
brig 
(is a shell) 
• 30. 746 shells 
• 
shells of fish 
• 
slime (mucous secretion of skin of 








The thirty lines .of the illustration contain four 
distinct flights of ideas. Wllitman designates the divi-
sional breaks in the thought pattern by the use of semi-
colons at the close of lines 725, 730, 737, and 746. 
The nine lines of flight one (11. 717-725) depict 
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a setting beyond the frontier. The first line moves away 
from the 'quadrangular houses' of the city to the 'log huts' 
and 'lumbermen' of the frontier. 'Log' and 'lumbermen' sug-
gest a lumber wagon and lumber'wagon, in its turn, the'ruts 
of the turnpike' (1. 2). The dry 'ruts of the turnpike' 
call to mind the 'dry guldh' and 'rivulet bed' (1. 2) worn 
by a one-time passag~ of water. The 'dry gulch' and the 
'rivulet bed' are both grooves made by wear and tear of 
nature. However, they call up their contrast in the man-
made irrigated furrows of the 'onion patch' and the 'rows 
of carrots and parsnips' (1. 3). 
The cultivation of garden produce, line tl~ee, leads 
to a second association of ideas. For instance, the word 
'carrots' (1. 3) is an overtone which starts a new trend of 
verbal associations. It calls to mind the homonym, 'carat,' 
the measure for fineness of gold alloy. And, because car-
rots are the color of gold, there is an immediate move to 
'prospecting' and I gold-digging , (1. 4). A setting is sup-
plied for the prospecting and gold-digging by the 'hot sand,' 




of line five. The 'hot sand' (1. 5) suggests the verb 's:uns' 
(1. 7) wlrlch, in its turn, is oonducive of Isleeps' (1. 6). 
Line 719, in a similar manner, effects the release of 
the third set of associations. The cultivated garden is sug-
gestive of a clearing or treeless plain which results in a 
setting up of opposites in 'savannas' and 'forests' (1. 3). 
The treeless plains suggest the idea of 'girdling the trees' 
(1. 4) in order to clear the forests. The strippinG off of 
the bark of the trees suggests a 'bark' or 'boat' (1. 5). 
'Forests' (1. 3) implies a 'limb overhe~d' (1. 6). The 'pan-
ther walks to and fro on a limb overhead' (1. 6) is suggestive 
of a 'plunging leap.' The noun 'buck' calls to mind the verb 
of the same spelling which means 'plunging leap.' Also, the 
word 'buck' strikes a third association in the meaning of a 
basket f~r catching the snake-like eel. In its turn the snake-
fish calls up the 'rattlesnake' (1. 7). The inert soft muscles 
of the land reptile (1. 7) call up the contrasting tough pim-
ples of the aquatic reptile, the 'alligator' (1. 8). 
The second and third associations0ofjideas merge in 
line nine and bring the first flight to a close. For instance, 
'sleeps' (1. 8) brings the 'prospecting' and 'gold-digging' 
to~an end and suggests the hibernation of animals which leads 
to the sleep of the 'black bear' (1. 9). And, in like man-
ner, the tough skin of the 'alligator' (1. 8) is keyed to a 




Line nine not only concludes the first flight of ideas 
but also sets in motion the second flight as well. The over-
tones which set the pattern for the second flight are found 
in (1) the contrast between the black bear and the beaver, 
(2) the contrast between the nose of the bear and the tail 
of the beaver, and: (3) the words 'honey' and 'mud.' 
The perfected tail of the beaver calls up the Qon-
trasting rudimentary tail of the black bear and suggests a 
secon~ contrast in the utilitarian value of the nose of the 
bear as against the 'paddle-shaped' tail of the beaver. 
vVhere the bear uses his nose for digging up roots, the bea-
ver pats the mud \rlth his tail. 'Nose' (1. 9) is used for 
foraging roots while 'paddle' (1. 9) suggests a tool for 
rooting up weeds. The sticky consistency of 'honey' calls 
up a contrast in 'mud' (1.9). Also" the word 'honey' leads 
to 'sugar' in line ten. 'Mud' (1. 9) calls up the 'low 
moist fields' of line ten. 'Paddle-shaped' (1. 9) carries 
over into line ten, to the scalloped bloom of the cotton, 
where it sets in motion a series of shapes which moves 
through line fourteen. 
The second flight starts in line ten with the plants 
'sugar,' 'cotton,' 'rice.' An associational chain of shapes, 
, 
set in motion by 'paddle-shaped' (1. (), moves to the 'yellow 
flower'd cotton plant' (1. 10). The yellow flower of the cot-





moves to the 'scalloped .scum' (1. 11). The rounded shape 
of the scalloped edge finds a contrast in the angular shape 
of the 'sharp-peak'd farm house' (1. 11). The word 'sharp' 
suggests the sharp taste of the 'western persimmon' (1. 12) 
and calls to mind the sharp sound of a bell which results 
in the image of the bell-shaped flower and oblong leaf of 
the 'persinwon' (1. 12). The bell-shaped flower calls up 
the triangular-shaped seed of the 'buc~vheat' (1. 13). 
Flight two also reveals:a second chain of associations 
in stress on color. The chain has its inception in the word 
'black' (1. 9). Emphasis upon color moves from 'black' to 
'yellow-flower'd cotton plant' (1. 10), white flower of the 
'persimmon' (1. 12), 'blue-flower flax' (1. 12), 'white and 
brown buckwheat' (1. 13), 'dusky green of the rye' (1. 14). 
A third set of images is called up by the word 'mud' 
(1. 9). The moveraent is from 'pats the mud' (1. 9) to 'the 
rice in its low moist field' (1. 10), 'the scalloped scum 
and slender shoots from the gutters' (1. 11)" the 'long-
leav'd corn' (1.12)" the 'delicate blue flower flax' (1.12). 
For example" the movement is from the beaver patting the mud 
(1. 9) to the low moist rice fields (1. 10). The slender 
shoots of rice in the muddy field suggest the 'scum and 
slender shoots from the eutters' (1. 11). The slender 
shoots move to the 'long-leav'd corn' (1. 12)" and the silk 






The associational. trend of flight three finds its 
beginning in lines thirteen and fourteen of the second flight. 
The 'dusky green of the rye' (1. 14) and the seed of the 
'buckwheat' (1. 13) call up the idea of a seed covering or 
scale. 'Scale; '.as a ladder or means of ascent" moves to 
'scaling mountains" pulling myself cautiously up" holding 
on' (1. 15). Lines fifteen and sixteen reveal a point of 
contrast between a hand and a foot path. Li~ fifteen stresses 
'pulling myself:up' and 'holding on' while line sixteen puts 
emphasis upon 'walking the path.' The 'low scrag§:,ed limbs' 
(1. 15) suggests the twisting of limbs or the neck of a 
fowl and moves" in line seventeen" to the bird" 'quail.' 
The words" 'beat through the leaves of the brush' (1. 16)" 
call up the image of a man beating the brush to rouse game. 
So the word 'beat' calls to mind thoughts of quailing before 
a beating and results in the verb 'quail_' The verb calls 
up the noun of the same spelling. 'Beat' also sets in motion 
a new flight of ideas which moves through lines eighteen, 
nineteen" twenty, and twenty-one. The movement starts With 
the verb 'beat' which means 'to strike.' This meaning moves 
to the 'bat,,' as an instrument for striking and, thus, 
to the 'bat' that flies in the 'Seventh-month eve.' 
This thought chain is subtle in that it suggests the fly-
ing ball that is struck by the bat as well as the 'bat' 
that'flies in the Seventh-month eve.' The 'Seventh-month 
eve' is the month for playing baseball. The word, 'bat,' 
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also has other implications. As a verb it means 'to beat~' 
'to hammer,' or 'to beetle.' The verb 'beetle' moves to 
the noun 'beetle' or, in other words, to the 'goldbug' (1. 18). 
As a verb 'beetle' means'to bat' and suggests 'flies' or 
balls batted into the air. The noun, 'flies,' also represents 
akind of insect and leads, in line twenty, to the cattle and 
the shaking away of the 'flies.' The insect, 'flies,' calls 
to mind the old adage of the spider and the :fly and results 
in 'cobwebs' (1. 21) which, in 1 ts turn, calls up the pattern 
of a web and suggests the wrought~iron blooms or 'cobweb 
festoons' of line twenty-one. The thought of the wrought-
iron blooms calls forth the 'hearth-slab' (1. 21) or the 
bloomery where wrought-iron blooms are made. 'fhe movement 
here is based upon a con~aris6n between the architecture 
of a spider web and of a wrought-iron bloom. 
Other associations are between ascent, 'the bat :flies' 
(1. 18), and descent, 'the gold-bug drops' (1. 18). 'Drops' 
also means to move easily down a river on the ebbtide and is 
the opposite of 'flows' (1. 19). 'Brook' (1. 19), as a noun, 
calls up the verb of the same spelling which means 'to endure' 
and moves, in line twenty, to the patience of the cattle 
that 'stand and shake.' 'Shake' (1. 20) strikes another 
chord of association in 'tremulous shuddering' (1. 20). 
'Meadow' (1. 19) suggests 'cattle' and, thus, the 'udder' of 
the cow. The letters 'udder' are removed from the word 
'shuddering. ' 'Udder,' in its turn, is suggestive of milk 
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and leads to thoughts of. cheese and 'cheese-cloth.' 
The word, 'cheese-cloth' (1. 21), is the overtone 
which carries over into flight four. It serves as the in-
ception of two separate associations of ideas. First, its 
use in straining cheese is suggestive of the cheese press. 
The word, 'press,' inspires newspaper 'press' (1.22) and 
gives way to the press of bad news, which leads, in line 
twenty-three, to the 'throes' or agitation caused by bad 
news. The picture of agitatiori moves to one of calmness, 
suggested by the words 'looking calmly down' (1. 24). 
The second associational group of flight four moves 
from 'cheese-cloth' (1. 21) as a thin gauze material to 
'crash' (1. 22) as a heavy linen cloth. Then the noun 
'crash' becomes a verb in 'trip-hammers crash' (1. 22). 
A similarity is seen in the crash of the trip-hanrrner and 
the beat of the human heart--' trip-hammers crash' (1. 22) 
and the 'human heart beats' (1. 23). A contrast is voiced 
between agitation, 'the human heart beats .with':terrible 
throes under its ribs' (1. 23), and serenity, 'floating 
in it myself and looking composedly down' (1. 24). 
Another associational thread is evident in the shape 
of the human heart (1. 23) and the 'pe~r-shaped balloon' 
(1. 24)0 The pear green color calls up the 'pale green 
eggs' (1. 25). 'Eggs' leads to thoughts of a mammal in the 
'she-whale' (1. 26). The steam ship 'trails hind-ways' ( 1. 27) 
leads to 'hind' as a female deer and, from 'hind' to 'stag' as 
a male deer. The noun 'stag' leads to the verb 'stag' which 





A fourth associat,ion starts with the verb" 'hatches' 
(1. 25). The verb calls up the noun and results in the 'hatch' 
of a vessel. The hatch of a vessel leads to a consideration 
of the 'steamship' (1. 27). The picture of the steamship 
moving through the water sets in motion both the 'shark' (1. 28) 
and the 'brig' (1. 29) cutting the water also. A fifth group 
of associations starts with 'balloon' (1. 24). The 'balloon' 
is inflated with gas just as the heart is inflated with 
blood. The lifecar of the balloon calls up the 'lifecar' of 
the vessel (1. 25) and moves to the steamship and the 'pennant 
of smoke' (1. 27). Note the play on words--' ship' and 'chip'--
in lines twenty-seven and twenty-eight. 'Smoke' puts in 
motion thoughts of fiJl."e and the 'black chip' :£>;1 •• 26) results. 
'Black chip' leads to 'half-burn'd brig' (1. 29) which is" in 
itself" a 'shell' of a vessel and, so on" to 'shells' (1. 30). 
'Shells' calls up the mucous content of shells, in general" 
and moves to 'slime' or 'slimy deck' (1. 30). 'Slime' leads 







Pleastd with the native and pleas'd with the for-
eign, pleastd with the new and old, 
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Pleastd with the homely woman as well as the hand-
some, 
Pleas'd w[th the quakeress as she puts off her 
bonnet and talks melodiously, 
Pleas'd with the tune of the choir of the white-
wash'd church, 
Pleas'd with the earnest wprds of the sweating 
Methodistpreacher, impress'd seriously at the camp-
meeting; . 
Looking in at the shop-viindows of Broadway the whole 
afternoon, flatting the flesh of my nose on the thick 
plate-glass, 
Wandering the same afternoon with my face turn'd 
up to the clouds, or down a lane or along the beach, 
My right and left arms I!ound the sides of two 
friends, and I in the middle; 
Coming home with the silent and dark-cheek'd bush-
boy, (behind me he rides at the drape of the day,) 
Far from the settlements studying the print of ani-
mal's feet, or the moccasin print, 
By the cot in the hospital reaching lemonade to a 
feverish patient, . 
Nigh the coffin'd corpse when all is still, exam-

















OF ASSOCIATED IDEAS FOUND IN 
LINES 774-785 
pUNG. 
1. 774 native(new world) •••••.••.•..••• foreign(lod world) 
new old 
· . 2. 775 homely •••••••••••.••••.•.•• ~ly(handsome) 
• 
3. 776 (at home) 
removes bonnet 




quakeress (calm musical voice 
talks melodiously 
• 
sings tune of choir 
• • 
white-wawh'd • inside church 




5. 779 nose • flatting 
• • 
• 
780 face • 
• 
• • 
• • • 8. 781 middle • 
arms • 
'Wa'ISt • 





























































NO. NO. PUNC. 
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11. 784 reaching cot (home) feverish 
(reach means • patient 
'to impress' ) • • • 
hospi tal • (shelter 0 
• for • 
• guests) • 
• • • 
12. 785 coffin1d cold corpse 
(hollow crust 
,I or hoof of 








The twelve lines of illustration B contain three 
flights of ideas. Each separate flight is punctuated and 
set off from the others by the semicolon line ending. The 
divisions are marked at the close of lines 778, 781, and 
The movement of flight one is built upon a two-handed 
theory of progression, the pattern of which is an enumera-
tion of opposites. Repetition helps to emphasize thIDa pat-
tern. 'Native' is balanced off' by its opposite, 'foreign,' 
and 'new' by 'old' (1. 1). The 'homely woman' calls up the 
'handsome' or comely one (1. 2). The 'home' scene (1. 3) is 
set off by the 'church' scene (1. 4), the melodious talk of 
the quakeress (1. 3) by the 'choir' of the church (1. 4), the 
inside church scene (1. 4) by the campmeeting scene (1. 5), 
the calm musical voice of the quakeress (1. 3) by the earnest 
and aroused words of the Iv'lethodist preacher (1. 5). The word, 
'white-wash'd' (1. 4), calls up the man-made liquid preparation 
which is used for whitening the skin and moves, from this, to 
the more natural skin wash, the 'sweating' of the Methodist 
preacher (1. 5). 
The 'white-wash'd church' (1. 4) calls up a contrast 
in the 'campmeeting' scene (1. 5). The word, 'impress' d' (1. 5), 
sets in motion a series of associations which moves on throuGh 
the second and third flights of ideas. 'Impress'd,' as used 






calls up another meaning in the application of pressure to 
make an impression. With this meaning in mind the movement 
continues to: the 'flatting' of the nose against the plate 
glass windows (1. 6); the 'print' of animals' feet (1. 10); 
'moccasin print' (1. 10); 'reaching' in the sense that it 
means to impress (1. 11); 'coffin'd,' in the sense that it 
calls to mind the hollow crust or hoof of the foot of a horse 
and the impression it makes on the soil (1. 12). 
The outside camp-meeting:scene (1 • .5) and,the inside 
church scene (1. 4) of the first flight of associations gives 
place, in the second flight, to the outside-of-town scene 
(I. 7) and the in~town scene (I. 6). The morning town scene 
(1. 6) sug[;ests the afternoon country scene (1. 7). 
In this second flight stress is put upon parts of 
the body. It starts with 'nose' (I. 6) and moves to 'face' 
(I. 7), 'arms' (1. 8), 'middle' or waist (1. 8), 'heels'--
shadow at heels--(l. 9). 
The afternoon scene, flight two, gives place in flight 
three, to the evening and night scenes. 'Viandering' (1. 7) 
moves to thoughts of 'coming home' (1. 9). The word 'home' 
inthe sense that it means a place of residence, calls up 
'settlement' (1. 10) which, in its turn, suggests 'cot' 
another word tor home (1. 11). Also, 'cot' calls up 'hospital' 
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(1. 11) as a place for sheltering travellers. 
The third flight is brought to an end by power of 
suggestion, a move from life to death, in the consideration 
of the 'feverish pat~ent' of line eleven and its opposite, 
the cold 'corpse' of line twelve. 
Iilililstrations A and B help to point up the poet's 
method of progression from line to line and within the line 
in his long verse catalogues. In both charts the demonstrated 
associational flights of ideas have their inception in a 
single word. Vfllitman's preoccupation with the unlimited 
possibilities of words is given free rein and finds a climax 
in the composition of the long verse catalogues. 
( 
i' 







The original purpose of this study was to reveal the 
central plan or form of the tlSong of Myself." The three 
divisions of the thesis helped to point up this plan. First 
of all, Part One gave the structural arrangement of the poem 
in the light of Plato's definitive requirements that a work 
of art must have a peginning, middle, end, as well as a 
certain synthesis of parts, an~. it placed the catalogue in 
the structural plan of the whole. Part Two contained two 
demonstrations: the first stressed the emergence of the 
stanzaic catalogue from the verse catalogue,and, thus, 
pointed to the simple verse catalogue as the skeletal 
framework of the IISong of Myselfrt; the second broke down 
the verse catalogue into its component parts of phrases 
and words and projected the idea of the single word as the 
unit of thought in the verse catalogue. Part Three put stress 
on words as the psychological f~araework of the long verse 
catalogues. 
The breakdown of the poem, as demonstrated in the 
three parts of the study, moved from the consideration of 
the whole "Song of Myself lt to the stanzaic catalogues and, 
from there, to the simple verse list and the single word. 
Thus,it is seen that the three divisions of the study 
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